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Thankfully,	I	caught	her	before	she	could	do	any	real	damage.	I	don't	know	what	has	gotten	into	her	lately.	I	couldn’t	make	it	to	church	this	past	Sunday.	Baby	had	a	bit	of	a	fever	and	Barbara	was	being	very	naughty.	Agatha	Jones	and	Susan	Bellows	both	telephoned	that	afternoon	to	check	that	I	was	alright.	Wasn't	that	thoughtful?	I	was	so	touched.	I	think	Susan	will	bring	her	Georgie	to	play	with	Barbara	again	later	this	week	after	David's	fever	has	broken.	She	always	bakes	something	when	she	visits.	It	will	be	nice	to	visit	with	another	adult,	so	I	really	do	look	forward	to	her	coming	over.	With	love,	Elizabeth,	Barbara,	and	Baby	David	P.S.	I've	been	so	busy	with	the	children	that	I	was	late	balancing	the	register	for	April.	I	included	all	of	my	purchases	under	'Spending	Money'	and	'Sundries	&c.'	as	you	asked.	It	did	take	me	some	time,	but	you	were	right	–	it's	much	easier	to	see	where	I'm	spending	this	way.	 	Account/Expense	 Budget	 Actual	 Over/Under	Groceries	&	Milk	 $65.00	 -$64.53	 +47¢	Mortgage,	Taxes	&	Insurance	 $99.00	 -$99.00	 $0	Utilities	 $10.00	 -$8.76	 +$1.24	Toiletries,	Clothes	&	Sundries	 $20.00	 -$24.70	 -$4.70			 		 Short	spring	coat	-	$9.88	 				 		 Face	powder	-	$2.50	 				 		 Feminine	products	-	$3.50	 				 		 Toothpaste	&	brushes	-	$2.79	 		
		 120	


























































































































































































































































































































































































































































Article	Title	 Author	 Publication	 Author	







8	 "Anger	Management"	 Center	for	Young	Women's	Health	Staff	 Center	for	Young	Women's	Health	 Health	care	clinician	at	Boston	Children's	Hospital	9	 "Why	Are	Women	So	Angry?"	 Unnamed	female	blogger	handle	'Comrade	Snacktastic:	Snackers	of	the	World	Unite'	
The	Big	
Groupthink	blog	 Unknown;	blogger	
	

	 325	
Current	popular	cultural	attitudes	toward	the	expression	of	women's	anger	remain	negative.	As	an	anger	researcher,	the	implications	of	Cox's	statement	that	eliciting	people's	"verbatim	stories"	as	written	testament	are	significant	in	terms	of	methodology	(Dittman	52).	More	significantly	for	my	research	and	the	context	of	both	Heilbrun's	arguments	and	The	Collection,	Cox's	statement	brings	us	back	to	the	problems	Heilbrun	highlights.	Logically,	if	anger	is	to	be	understood	best	through	autobiographical	accounts,	women	and	men	must	both	first	write	of	themselves	without	filters.	Heilbrun	points	out	the	pitfalls	of	such	accounts	for	women	in	particular,	but	her	observations	also	fall	in	line	with	those	psychologists	who	study	anger.	It	could	be	possible,	then,	to	navigate	a	woman's	narrative	and	recognize	her	anger	honestly	if	the	author	is	aware	of	Heilbrun's	proposed	pitfalls,	the	psychology	of	anger,	and	her	own	biases	and	tendencies	to	divert	anger.		It	is	important	to	note	that	Heilbrun	draws	a	clear	connection	between	anger	and	power:	"…women's	exercise	of	power	and	control,	and	the	admission	and	expression	of	anger	necessary	to	that	exercise,	has	until	recently	been	declared	unacceptable"	(Writing	17).	Building	on	the	studies	I	discussed	earlier	in	this	chapter,	I	would	argue	that	American	society	continues	to	deem	both	women's	anger	and	power	unacceptable—Hilary	Clinton	provides	a	pertinent	example	to	support	this	claim.	The	relationship	between	power	and	acceptable	expression	of	emotion	is	key	to	my	understanding	and	writing	of	Barbara	and	Elizabeth	in	The	
Collection.	In	recognition	of	the	nearly	unilateral	negative	response	to	women	who	express	anger,	I	chose	not	to	write	Barbara	as	an	expressively	"angry"	woman—although	anger	expression	was	one	of	her	defining	traits	in	my	earliest	drafts	of	the	
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novel.	Personal	experience,	combined	with	Heilbrun	and	my	research,	indicated	that	if	Barbara	were	overtly	angry,	readers	would	likely	discount	her	and	disengage	from	the	novel.	While	I	believe	that	it	is	any	author's	right	to	upset	or	challenge	her	readers,	I	did	not	want	to	alienate	readers.	Therefore,	Barbara	is	incredibly	angry,	but	in	the	novel,	she	has	suppressed	her	anger	in	order	to	conform	to	the	gender-appropriate	behavior	her	father	and	mother	ingrained	in	her	throughout	her	childhood.	Barbara's	anger	appears	in	The	Collection	in	subtle,	but	specific	habits.	Barbara's	constant	silent	criticism	of	the	people	around	her—including	her	husband,	stems	from	her	anger.	I	chose	to	include	this	tendency	from	the	first	chapter,	in	which	Barbara	is	so	focused	on	her	anger	at	a	coffee	spill	Rick	left	that	she	barely	registers	the	announcement	that	her	father	is	dead	(The	Collection	6-8).	Barbara	is	also	passive	aggressive,	a	propensity	common	to	women	who	self-silence.	Her	internal	criticism	is	certainly	an	aspect	of	this,	but	more	overtly,	Barbara's	small	gestures	like	slamming	a	cabinet	door	(8)	or	looking	at	her	watch	to	emphasize	someone's	tardiness	(25),	as	well	as	smug	corrections	in	conversation	with	others	(25-28)	are	manifestations	of	her	passive	aggression.	She	also	manipulates	the	people	around	her	in	order	to	get	what	she	wants	out	of	them,	an	example	of	which	is	when	she	tricks	David	into	'volunteering'	his	help	with	the	storage	units	(65-66).		This	particular	manifestation	of	the	patriarchal	gender	expectations	about	anger	expression	Elizabeth	instills	in	her	daughter,	while	largely	invisible,	is	insidious,	affecting	Barbara's	relationships	with	her	husband	and	children,	her	mental	and	physical	health,	and	her	perception	of	the	world.	Similarly,	Elizabeth	spent	her	life	working	to	meet	the	societal	expectation	of	a	"good	wife"	and	"good	mother,"	and	she	understood	that	"good"	women	do	not	get	
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angry.	As	demonstrated	previously,	socio-psychology	supports	Heilbrun's	argument	that	"…because	women	have	so	long	been	told	that	to	be	shrill,	or	emotional,	or	argumentative	is	reprehensible	in	the	circles	of	power,	the	merest	hint	that	they	are	transgressive	is	enough	to	silence	most	of	them"	(Reinventing	205).	Elizabeth	manifests	this	silence	in	The	Collection	as	a	result	of	Tony's	constant	gaslighting:	he	questions	her	intelligence,	dismisses	the	legitimacy	of	her	health	concerns,	and	denies	her	any	opportunity	for	advancement	or	independence	by	ensuring	her	dependence	on	him.	While	Elizabeth	never	appears	to	express	anger	at	the	compounding	injustices,	restrictions,	and	intentional	cruelty	in	The	Collection,	the	reader	encounters	a	plethora	of	legitimate	reasons	to	believe	that	she	has	every	right	to	be	angry.	Unfortunately,	Elizabeth	does	not	express	her	anger	and	instead	suppresses	her	anger—self-silences—contributing	to	her	severe	depression	and	BPD.	
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5.	REAL,	ANGRY	WOMEN	IN	LITERATURE		 …she	looked	down	on	me	from	the	imperious	heights	of	Harrydom,	as	cold	and	grand	as	she	could	be,	and	announced	that	she	did	not	need	my	approval.	She	would	not	accommodate	my	whims.	She	had	moved	out	of	the	way	once	too	often,	thank	you	very	much,	tiptoed	around	in	her	old	life	like	a	slavey	waiting	for	crumbs	to	fall.		—Siri	Hustvedt,	The	Blazing	World	
	In	the	years	since	Heilbrun	published	Writing	a	Woman's	Life,	new	forms	of	both	memoir	and	fiction	about	and	by	women	have	emerged.	Without	always	blatantly	referring	to	their	work—or	even	themselves—as	'feminist,'	authors	such	as	Elizabeth	Strout,	Judith	Rossner,	and	Anne	Whitney	Pierce	have	pushed	against	the	confines	of	what	women	are	permitted	by	society	to	be	within	their	fiction.	More	overtly,	Siri	Hustvedt	and	Kate	Walbert,	as	well	as	male	playwright	Tracy	Letts,	have	offered	up	women	who	intentionally	either	do	not	fit	into	the	standards	of	"womanhood,"	attempt	to	throw	them	off,	question	them,	or	successfully	reject	them	entirely.	Their	fictional	works	bring	to	life	women	who	abandon	their	children	literally	and	emotionally,	self-sabotage,	struggle	with	depression	and	suicidal	thoughts,	rage	against	the	male	establishment,	or	strive	to	fit	societal	and	familial	expectations.	The	commonality	of	these	authors	is	not	that	they	write	solely	of	feminists	or	women	who	overcome,	but	rather	that	they	express	something	approaching	Heilbrun's	declaration	that	"the	individual	woman	must	learn	to	recognize	and	to	value	her	own	experience	and	to	articulate	her	true	condition"	(Reinventing	94).	The	women	they	write	are	recognizable	in	their	pain,	their	anger,	and	their	strivings	to	move	past	both	to	find	identity	independent	of	their	circumstances.	
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Two	novels	featuring	women	who	are	not	only	angry,	but	whose	anger	defines	them,	are	The	Blazing	World	and	Olive	Kitteridge.	Neither	novel	is	written	in	standard	prose,	as	Hustvedt's	oeuvre	is	collage	and	Strout's	technically	a	collection	of	short	stories.	Metaphorically,	it	seems	fitting	that	books	featuring	such	unconventionally	angry	and	unfeminine	protagonists	also	refuse	to	conform	to	typical	novel	structures.	Hustvedt's	and	Strout's	novels	also	provide	a	unique	avenue	for	comparison	against	The	Collection	in	order	to	understand	where	my	novel	fits	with	current	literature	written	by	women	authors	about	women	protagonists.	The	protagonists	of	both	novels	share	similarities	with	Barbara,	face	some	similar	challenges,	and	live	within	the	same	recognizable	patriarchal	society	that	shaped	Barbara.	The	distinctions	between	the	characters,	however,	are	also	crucial:	the	protagonist	of	The	Blazing	World	fights	actively	against	sexism	and	patriarchy,	while	the	protagonist	of	Olive	Kitteridge—after	whom	the	novel	is	named—cannot	contain	her	anger	despite	her	efforts	to	conform	to	the	confines	of	domesticity	and	small-town	domestic	life.	The	primary	difference	between	these	protagonists	and	Barbara	is	their	divergent	expressions	of	anger:	whereas	Barbara	largely	suppresses	her	anger,	Hustvedt's	and	Strout's	protagonists	emote	openly.					I	wrote	The	Collection	for	myself,	neglecting	to	identify	a	target	audience	or	sub-genre	until	after	the	fact.	It	is	not	a	happy	story,	and	I	would	argue	that	its	end,	while	hopeful,	is	far	from	resolved.	The	Collection	is	both	literary	fiction	and	women's	fiction;	I	cannot	argue	that	the	most	likely	audience	for	the	novel	is	not	women.	Yet,	the	potential	reader	of	The	Collection	is	more	likely	to	have	read	Olive	
Kitteridge,	or	perhaps	watched	the	mini-series	on	television,	than	to	have	read	The	
Blazing	World—intentionally	dense,	disorienting	and	intellectual	to	reflect	its	
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protagonist,	its	intended	audience	is	either	highly	educated	or	widely	read.	My	novel	and	Strout's	require	little	or	no	foreknowledge	of	the	reader	and	are	thus	accessible	to	a	wider	readership.	Heilbrun	challenged	women	writers	to	write	ourselves,	and	while	Barbara	is	not	me,	parts	of	me	certainly	leeched	into	her	as	I	attempted	to	write	a	novel	pointing	at	an	uncomfortable	social	truth:	the	most	obvious	source	of	patriarchy	is	not	always	the	most	damaging.	
5.1	THE	BLAZING	WORLD	AND	THE	COLLECTION:	AN	EXPLORATION	OF	ONE	WOMAN'S	MONSTROUS	ANGER		I	wanted	to	throw	back	my	head	and	howl,	It's	mine!	but	I	clenched	my	teeth.	Dizzy,	dissonant,	aggrieved	Harry,	a	ghost	outside	her	own	opening.		—Siri	Hustvedt,	The	Blazing	World	Siri	Hustvedt's	The	Blazing	World	posthumously	narrates	a	woman	artist's	life.	Fictional	editor	I.	V.	Hess	compiled	the	supposed	pieces	of	the	protagonist's	life	into	a	collage:	excerpts	from	her	alphabetized	journals	within	which	she	noted	her	philosophies	and	observations	of	herself	and	the	world,	articles	written	about	her	and	her	art,	and	written	statements	by	the	characters	around	the	protagonist,	including	her	children,	a	late-life	lover,	and	an	assortment	of	social,	art,	and	personal	acquaintances.	If	the	title	is	familiar,	it's	intentional:	Hustvedt/Hess	chose	
The	Blazing	World	as	an	homage	to	the	fictional	protagonist's	final	work,	as	well	as	to	Margaret	Cavendish's	1666	science	fiction/speculative	fiction	novel	titled	the	same.	The	protagonist	is	artist	Harriet	"Harry"	Burden—a	woman	too	large	with	talent	too	great.	Harry	is	not	feminine	in	the	traditional	physical	sense,	as	she	is	too	tall	and	wears	her	wild	hair	short,	nor	does	she	fit	socially	dictated	parameters	for	a	"feminine"	woman.	Yet,	Harry	is	sexual	and	sensual,	beloved	both	by	her	
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polyamorous	husband	and,	as	a	widow,	by	her	lover.	Harry	is	a	mother,	a	wife,	a	widow,	and	an	artist,	and	her	anger	consistently	discomfits	those	around	her,	including	her	late	husband	and	adult	children.	Harry's	life	is	chronicled	through	the	lens	of	a	five-year-long	experimental	project	for	which	she	created	three	distinct	exhibitions	using	the	guise	of	a	different	male	artist	for	each	of	her	works.	The	Editor's	Introduction	explains,	"She	titled	the	project	as	a	whole	Maskings,	and	declared	that	it	was	meant	not	only	to	expose	the	antifemale	bias	of	the	art	world,	but	to	uncover	the	complex	workings	of	human	perception	and	how	unconscious	the	ideas	about	gender,	race,	and	celebrity	influence	a	viewer's	understanding	of	a	given	work	of	art"	(Hustvedt	1).	In	simpler	terms,	Harry	sought	to	turn	the	art	world	on	its	ear	by	playing	a	trick	on	it.	By	creating	art	that	the	critics	lauded	as	genius,	new	or	brilliant,	but	attached	to	a	male	artist's	name	when	she	had	been	the	true	artist	behind	the	works,	Harry	meant	to	prove	her	point	that	the	art	world	was	sexist,	shallow	and	woefully	ignorant.	Although	the	project	was	not	as	satisfying	as	Harry	hoped,	it	nonetheless	served	to	drive	her	point	home—painfully.	Like	Barbara,	Harry's	story	is	one	of	identity—the	lack	of	and	search	for	recognition	of	hers	both	as	a	woman	and	as	an	artist.	The	Blazing	World	fits	within	the	scope	both	of	the	psychological	themes	related	to	attachment	and	personal	development	within	family,	and	the	greater	framework	of	what	it	is	to	write	a	woman's	life.	Siri	Hustvedt	is	also	a	female	author,	further	supporting	the	case	for	
The	Blazing	World	as	a	novel	within	which	a	female	protagonist	approaches	Heilbrun's	hopeful	criteria	for	a	biography	of	a	woman	written	in	such	a	way	that	it	speaks	of	her	in	her	"true	condition."	The	oddity,	however,	is	that	I.	V.	Hess,	Editor	of	Harry's	book,	writes	only	in	the	first	person	and	avoids	any	hint	of	their	gender—
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a	stark	contrast	to	Harry	who,	in	an	attempt	to	reclaim	her	womanhood,	both	used	male	pseudonyms	in	writing	and	men	as	beards	for	her	art.	The	traits	by	which	The	
Blazing	World	most	frequently	defines	Harry's	inability	and	unwillingness	to	fit	into	the	traditional	female	mold	expected	of	her	are	her	anger	and	her	intelligence—often	in	tandem.	Harry's	anger	plays	a	significant	role	throughout	the	novel,	as	do	her	bouts	of	depression,	presenting	an	appropriate	protagonist	to	compare	to	Barbara	in	The	Collection.	Harry's	anger	is	backed	by	a	voracious	thirst	for	learning	and	knowledge,	as	well	as	an	impressive	capability	for	recall	and	widespread	knowledge	of	a	variety	of	subjects.	In	the	worst	of	all	female	traditions,	she	learned	to	contain	her	opinions	and	not	to	correct	others'	errors	so	as	not	to	make	people	uncomfortable.	Phineas	Q.	Eldridge,	performance	artist	and	friend	of	Harry,	recounted:		It	was	true	they	didn't	want	Harry	the	artist…but	then	Harry	scared	them	off.	She	knew	too	much,	had	read	too	much,	was	too	tall,	hated	everything	that	was	written	about	art,	and	she	corrected	people's	errors.	Harry	told	me	she	never	used	to	set	people	straight.	For	years	she	had	sat	by,	silently	listening	to	people	mess	up	references	and	dates	and	artists'	names,	but	by	then	she	had	had	it…Harry	had	stopped	backing	down.	(125-126)			Harry's	long-time	silence	in	the	face	of	others'	ignorance	is	symptomatic	of	one	of	both	Hustvedt's	and	Harry's	arguments:	the	world	does	not	want	to	be	corrected	by	women	and	is	angered	when	it	is.	Harry's	fictional	experience	implies	the	larger	reality	that	society	is	made	uncomfortable	by	a	woman	who	is	better	educated	and	more	intelligent,	knows	more,	corrects	others,	and	is	willing	to	fight	for	her	opinion	
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or	to	defend	her	knowledge.	In	an	interview	about	Harry	with	Cynthia	Clark,	former	owner	of	an	art	gallery,	Clark	recounts	how	"She	made	a	scene	once	at	a	dinner…this	woman,	who	we	all	thought	of	as	very	quiet,	burst	out	and	rattled	on	about	philosophy,	art,	language.	She	was	very	loud,	lecturing,	unpleasant"	(18-19).	Clark	adds	that	Harry's	husband	was	upset	by	the	incident.	Maisie,	Harry's	then-adult	daughter,	also	recounts	that	her	father	so	disliked	conflict	that	he	would	change	the	subject	when	Harry	argued	or	disagreed	with	someone.	Infuriated,	Harry	would	still	attempt	to	engage	him,	continuing	with	her	defense	while	Felix	"embarrassed,	glanced	around	the	room	and	wished	she	would	stop"	(88).	Even	when	she	is	dying	of	cancer,	Harry	also	rightly	recognizes	the	energy	required	to	maintain	her	anger:	"I	did	not	know	how	angry	I	was.	How	I	have	raged.	I	think	I	cannot	rage	anymore.	I	think	I	am	too	feeble	and	then	the	spite	comes	up	again…"	(338-339).		 Harry	plays	an	interesting	foil	both	to	Barbara	and	Elizabeth	in	The	
Collection,	creating	a	connection	between	education	(or	knowledge)	and	the	right	to	express	anger.	Barbara	has	a	college	education	and	is	well	versed	in	the	Bible,	while	her	mother	consumes	television	more	than	books	and	hasn't	used	her	typist	skills	since	adolescence,	or	her	secretly	earned	A.A.	in	Secretarial	Studies	ever.	Harry	is	an	insatiable	learner	and	authoritative	presence	in	conversations	touching	on	a	span	of	intellectual	topics.	While	Barbara	acts	out	small	aggressions	by	habitually	correcting	those	around	her,	Harry	rages	at	others'	ignorance	and	stupidity,	refusing	to	capitulate	when	she	believes	another	is	mistaken.	Barbara's	social	status	as	a	college	graduate	and	teacher	has	enforced	in	her	the	acceptability	of	asserting	her	authority	in	these	small	instances,	but	always	with	restraint.	Harry's	education,	
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institutional	and	informal,	has	endowed	her	with	the	sense	that	she	is	entitled	to	this	fury	at	others'	mistakes.	Elizabeth	appears	to	be	the	opposite	of	Harry,	quiet	and	reluctant	to	cause	conflict,	ever	submissive	to	those	around	her—particularly	men—as	she	has	never	been	influenced	to	do	otherwise.	Yet	like	Elizabeth,	Harry	self-silenced	for	most	of	her	life,	in	deference	to	her	husband.	The	negative	response	to	Harry's	outbursts	underscores	the	reason	I	did	not	write	Barbara	as	expressively	angry;	while	Harry's	difficult—bordering	on	unsympathetic—personality	is	tempered	by	the	accounts	of	the	people	who	love	her,	as	well	as	her	private	journals,	Barbara's	storyline	follows	her	exclusively.	Elizabeth	is	similar	to	Harry	in	this	aspect:	Elizabeth's	letters	tell	a	sympathetic	story	that	the	reader	consumes	before	and	during	encountering	Barbara	and	her	attitude	toward	her	mother.	Harry	is	a	feminist	and	fervent	advocator	for	gender	equality,	and	although	she	does	not	so	crudely	announce	this	in	her	writing,	she	does	rage	against	the	ignorance,	misogyny	and	sexism	of	the	art	world;	her	journals	are	the	only	medium	through	which	her	voice	is	heard.	As	a	young	woman,	she	is	both	appalled	and	angered	by	the	lack	of	representation	of	women	in	the	art	world.	Her	rants	against	the	disparity	are	belittled	and	dismissed	by	others	merely	as	attempts	by	Harry	to	justify	her	own	difficulty	in	attaining	widespread	appreciation	and	recognition	for	her	art.	After	meeting	and	marrying	her	husband,	art	dealer	and	collector	Felix	Lord,	Harry's	journals,	as	well	as	others'	accounts	of	her,	indicate	that	rather	than	see	her	as	the	outspoken	artist	Harry	Burden,	people	chose	to	pigeonhole	her	only	as	Mrs.	Lord,	Felix	Lord's	oddity	of	a	wife.	Following	Felix's	death,	Harry	wrote:	Perhaps	being	ignored	is	worse—that	look	of	boredom	in	the	eyes	of	the	other	person,	that	assurance	that	nothing	from	me	could	be	of	any	possible	
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interest.	Nevertheless,	I	had	hoarded	my	direct	hits	and	humiliations,	and	they	had	made	me	gun-shy.	Not	to	my	face:	That's	Felix	Lord's	wife.	She	makes	dollhouses.	Titters	To	my	face:	I	heard	that	Jonathon	took	your	work	because	he's	a	friend	of	Felix.	Plus	they	needed	a	woman	in	the	stable.	In	a	rag:	The	show	at	Jonathon	Palmer	by	Harriet	Burden,	wife	of	
legendary	art	dealer	Felix	Lord,	consist	of	small	architectural	works	cluttered	
with	various	figures	and	tests.	The	work	has	no	discipline	of	focus	and	seems	to	
be	an	odd	blend	of	pretentiousness	and	naïveté.	One	can	only	wonder	why	these	
pieces	were	deemed	worthy	of	exhibition.	(30-31)		Interestingly,	and	conveniently	for	this	research,	Harry	maintains	a	life-long	friendship	with	her	childhood	friend	Rachel	Briefman,	in	adulthood	a	psychiatrist.	Following	Felix's	sudden	and	unexpected	death	at	the	breakfast	table,	Harry's	grief	manifests	physically	as	her	body	rejects	food.	Rachel	refers	Harry	to	a	male	psychiatrist-psychoanalyst,	Dr.	Fertig,	about	whom	Harry	both	writes	and	speaks	to	others	as	playing	a	key	role	in	her	freedom	as	a	person,	as	a	woman,	and	as	an	artist.	Through	her	therapy	with	Dr.	Fertig,	as	well	as	in	conversations	with	Rachel,	Harry	comes	to	recognize	the	impact	her	parents	and	childhood	had	had	on	her	as	an	adult:	craving	the	approval	and	attention	of	her	academic	father	from	whom	she	inherited	her	love	of	learning,	learning	to	keep	her	opinions	quietly	to	herself	from	her	mother's	quiet	demeanor	in	the	presence	of	Harry's	father,	and	also	a	passionate	love	for	her	children	from	her	mother.	In	this,	Harry	echoes	both	Attachment	Theory	and	Intergenerational	theories	of	Personal	Development.	Rachel	
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writes	of	Harry's	mother:	"I	now	think	that	Ruth	Burden	ordered	her	world	to	keep	anxiety	at	bay	and	to	preserve	the	quiescent	surface	of	her	husband,	who	was	roiling	underneath	and	drank	his	three	martinis	every	evening	to	subdue	the	rising	floods"	(50).	Although	she	does	not	treat	Harry	as	her	patient,	Rachel	does	not	restrain	herself	from	making	observations	of	Harry	rooted	in	psychoanalysis,	both	to	Harry's	face	and	in	her	writing	about	her.	In	The	Collection,	young	Barbara	similarly	internalizes	Elizabeth's	portrayal	of	the	role	of	wife,	even	while	actively	seeking	the	approval	of	her	father,	Tony.	Unlike	Harry,	Barbara's	attachment	to	her	mother	is	ultimately	betrayed	and	she	transfers	her	primary	attachment	to	Tony—which	he	does	not	requite.	Tony,	like	Harry's	father,	values	boys	more	highly	and	therefore	will	not	invest	the	time	in	Barbara	that	she	desires,	leaving	her	with	an	avoidant	attachment	style	with	Elizabeth	and	an	anxious/ambivalent	attachment	style	with	Tony.	A	crucial	distinction	between	Harry's	and	Barbara's	mothers	in	the	novels	is	their	mental	condition:	while	Elizabeth	suffers	from	depression	and	BPD,	Ruth	Burden	appears	to	have	been	mentally	healthy.	Elizabeth's	inability	to	shelter	Barbara	from	Tony,	or	even	to	assert	herself	to	her	husband,	is	not	entirely	similar	to	Ruth's	active	attempts	to	protect	Harry	from	her	father,	despite	Ruth's	apparent	submission	to	him.	The	themes	of	anger,	psychology	and	family	are	tangled	up	together	(mimetic	of	reality),	but	run	through	every	stage	of	Harry's	life	chronicled	in	The	
Blazing	World.	Harry's	anger	is	ill	received	by	most,	including	her	children	and	husband.	It	is	at	times	directed	with	extreme	precision,	at	others	spewed	forth	as	a	general	rant	that	her	audience	finds	overwhelming	or	incomprehensible.	Near	the	end	of	her	life,	Harry	made	the	conscious	decision	to	aim	her	rage	at	the	art	world,	
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its	sexism	in	general,	and	its	exclusion	of	her	specifically.	Hustvedt	describes	the	effect	against	which	Harry	rages	as	"the	drama	of	perception,"	explaining	"When	it	comes	to	art,	the	mere	fact	that	a	man	has	made	it	is	enhancing,	and	when	a	woman	makes	a	work	of	art	it’s	lessening	and	even	polluting.	The	pollution	values	of	femininity	are	much	higher	than	masculinity"	(Hustvedt,	"Gender").	Harry's	experiment	of	creating	exhibits	under	the	mask	of	male	artists	simultaneously	provided	her	the	opportunity	to	demonstrate	the	pollution	at	which	she	raged	and	the	vulnerability	to	fall	victim	to	it.	Of	the	three	artists	with	whom	Harry	chose	to	work,	she	remained	on	positive	terms	with	one,	shattered	the	psyche	and	confidence	of	another,	and	was	devoured	by	the	persona	and	duplicity	of	the	last.	Her	anger's	negative	repercussions	are	most	tangible	in	the	person	of	Rune,	the	third	artist	Harry	ill	fatedly	chose	for	the	Maskings.	Unlike	his	predecessors,	Rune	sought	to	claim	sole	credit	for	the	exhibit	under	his	name,	mocking	Harry,	her	art,	her	project,	and	her	anger	at	the	art	world	in	his	dramatic	final	farewell.	Rune's	success	prior	to	his	involvement	with	Harry,	coupled	with	his	success	following	it,	also	served	to	cast	doubt	over	whether	Harry	could	have	been	the	creative	genius	behind	any	of	the	three	exhibits,	and	specifically	the	one	for	which	she	employed	Rune	as	her	beard14.	As	a	result,	Rune	undermined	not	only	Harry's	role	as	creator	and	artistic	genius,	but	also	her	credibility	as	an	artist	and	a	person;	in	her	attempt	to	assert	the	female	over	the	male,	Burden's	female	sex	was	violated	and	stolen	by	
																																																								14	“Beard”	is	a	slang	term	for	a	straight	person	who	carries	on	the	pretense	of	a	heterosexual	relationship	with	a	homosexual	person	in	order	to	protect	the	homosexual	partner’s	true	sexuality.	Phineas	P.	Eldridge	remarks	in	The	Blazing	
World,	“In	the	gay	world,	disguise	has	a	long	history,	which	has	never	been	simple,	so	when	Harry	asked	me	to	beard	for	her,	it	felt	as	if	I	were	merely	tying	an	extra	knot	in	a	very	old	rope”	(Hustvedt	114).		
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Rune's	maleness.	Ultimately,	Rune's	testament	against	Harry	casts	public	doubt	over	her	claims	to	have	been	the	driving	force	behind	all	three	projects	that	comprised	Maskings.	Hustvedt	has	also	spoken	about	the	entangled	nature	of	Harry's	complex	psychology	and	the	dangerous	game	she	plays	by	undertaking	
Maskings:	The	act	of	donning	the	mask	alters	the	person	who	is	wearing	it	and	the	art	that	is	made	because	of	it.	The	mask	is	not	something	that	is	only	about	hiding,	but	also	about	revelation.	When	Harry	role-plays,	she	finds	this	dangerous,	slightly	sadistic	masculinity	inside	her,	and	a	contempt	for	the	sniveling	female	figure	Rune	plays.	That’s	complex,	because	we	know	that	Harry	lacked	confidence	as	a	child.	She	is	a	person	who	desperately	wanted	recognition	from	her	father	and	he	could	not	give	it,	and	she	has	the	fantasy	that	had	she	been	a	son,	she	might	have	been	able	to	have	it.	(Hustvedt,	"Gender")			 Although	the	novel	is	framed	around	the	Maskings	project	and	its	subsequent	debate,	the	psychological	struggles	of	Harry	throughout	her	life	are	chronicled,	too.	Rachel,	for	example,	expresses	to	Harry	outright	her	specific	concern	over	the	possible	causes	and	effects	of	the	Maskings	project	on	Harry.	She	also	highlights	the	subconscious	efforts	of	Felix	Lord	to	tell	his	wife	of	his	numerous	affairs	and	lovers,	and	of	Harry's	subconscious	determination	to	ignore	them.	After	Harry's	death,	Rachel	writes	of	the	overt	longing	Harry's	father	indicates	by	nicknaming	his	daughter	and	only	child	as	a	boy.	She	recounts	Harry's	sometime	childhood	wish	to	have	been	a	boy,	"…I	can	say	that	had	she	been	one,	her	route	would	have	been	
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easier.	Awkward	brilliance	in	a	boy	is	more	easily	categorized,	and	it	conveys	no	sexual	threat"	(51).	This	appears	more	subtly	in	The	Collection	through	Tony's	disappointment	in	David	and	echoes	the	higher	value	Tony	placed	on	his	son	than	on	his	daughter.	Harry's	bouts	with	depression	and	grief-driven	bulimia	are	both	symptomatic	of	her	repressed	anger,	much	like	Elizabeth's	depression	in	The	
Collection.	Heilbrun	writes:	"Forbidden	anger,	women	could	find	no	voice	in	which	to	publicly	complain;	they	took	refuge	in	depression	or	madness"	(Writing	15).	Psychology	also	supports	the	connection	between	women's	suppressed	anger,	particularly	when	it	is	self-directed	or	when	anger	is	ineffective	(Jack	145),	and	Dana	Crowley	Jack	identifies	both	irritable	bowel	syndrome	and	eating	disorders	as	two	potential	results	of	self	silencing	(144).		Harry's	frustration	with	who	she	was,	who	she	was	perceived	to	be,	and	how	she	was	treated	is	anger,	albeit	of	the	simmering	type,	as	well	as	the	explosive	rage	of	which	she	was	also	capable.	Despite	sometimes	expressing	anger,	Harry's	depression	is	not	uncommon:	"Uncontrolled,	explosive	anger	expression	does	not	protect	women	against	depression"	(Jack	145).	Heilbrun	also	comments	on	the	repercussions	of	repressed	or	unavailable	anger:	"If	one	is	not	permitted	to	express	anger	or	even	to	recognize	it	within	oneself,	one	is,	by	simple	extension,	refused	both	power	and	control"	(Writing	15).	Harry	Burden	as	a	younger	woman	is	disallowed	access	to	her	anger,	rendering	her	impotent	as	an	artist	and	voice.	When,	as	a	widow	and	an	older	woman,	Harry	seizes	on	her	rage	and	seeks	to	find	an	outlet	for	it,	she	simultaneously	exerts	power	and	control,	but	because	her	efforts	do	not	lead	to	the	outcome	she	desired,	her	perceived	failure	contributes	to	her	
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depression	(Jack	145).	And	in	Harry's	case,	the	power	and	control	she	seeks	to	exert	is	overtly	over	three	men	in	order	to	control	the	larger	art	world	by	extension.		 If	we	overlay	Attachment	Theory	on	Harry,	her	trajectory	from	a	child	attempting	to	please	her	father	to	a	woman	obsessively	ignoring	her	husband's	infidelity	make	sense.	The	girl	Harry	sought	unrequited	approval	from	her	father	and	found	a	replacement	adult	attachment	in	her	husband,	Felix.	In	her	efforts	both	to	please	Felix	and	to	force	their	marriage	into	the	secure	attachment	she	desired,	Harry	repressed	herself:	she	self-policed	in	the	company	of	others,	she	forced	herself	to	stop	mid-argument	or	mid-tirade	to	keep	from	upsetting	Felix,	and	she	accepted	her	role	and	identity	as	"Felix	Lord's	Wife."	Harry's	childhood	experiences	with	her	father	and	her	mother's	treatment	of	him	create	the	context	for	her	behavior	as	an	adult.	The	intergenerational	effects	within	the	Burden	family	are	deeply	ingrained	in	Harry.	Following	the	example	set	by	her	mother—much	as	Barbara's	anger	repression	reflects	Elizabeth	in	The	Collection—Harry	actively	buries	her	brilliance	and	passion	in	order	not	to	upset	the	delicate	balance	of	her	marriage.	It	is	therefore	darkly	ironic	that	while	Harry	was	repressing	her	artistic	talents,	intelligence	and	knowledge,	Felix	was	living	out	a	rich	polyamorous	life	full	of	travel	and	many	lovers.	Felix	never	changed	who	he	was	for	his	wife,	yet	her	every	effort	was	concentrated	on	compressing	herself	into	the	wife	she	thought	he	wanted.	The	connection	here	to	Elizabeth	in	The	Collection	is	clear:	Elizabeth	tried	desperately	to	be	the	meek,	obedient,	"good"	wife	and	mother	that	Tony	demanded	of	her,	unaware	that	he	simultaneously	lived	a	dual	life,	supported	a	second	family	and	lived	largely	independently	several	states	away.	All	three	women	paid	steep	psychological	and	personal	prices	for	their	sacrifice.	
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	 Another	significant	theme	of	The	Blazing	World	is	monsters.	Rachel	writes	of	Harry's	favorite	adolescent	book,	Frankenstein,	and	its	chilling	resemblance	to	and	expression	of	Harry's	search	for	understanding	and	identity.	Harry	also	creates	life-sized	dolls	of	Felix	after	he	dies,	heated	to	imitate	the	warmth	of	life.	Her	Felix	dolls	mimic	the	creator-creation	model	of	Frankenstein,	unsettling	her	adult	children—although	her	pre-pubescent	granddaughter	adores	them.	Harry's	notebooks	also	include	numerous	mentions	of	monsters	or	devils.	Hustvedt	(and	the	enigmatic	I.	V.	Hess)	even	used	"Monsters	at	Home"	as	the	working	title	for	the	novel,	but	on	completing	the	book	noted	in	an	interview,	"the	title	didn't	fit	what	I	had	written…The	monster	Harry	is	redeemed	by	the	artist	Harry"	(Hustvedt,	"A	Conversation").	Harry's	independence	from	strict	gender	lines	and	refusal	to	comply	with	society's	expectations	of	her	as	a	woman	also	render	her	monstrous,	and	Hustvedt	makes	it	clear	that	Harry	is	aware	of	her	monstrosity.	Aside	from	her	physical	appearance,	Harry's	anger	is	one	of	her	most	gender	noncompliant	traits,	contributing	to	her	monstrosity	in	the	eyes	of	the	art	world,	Felix,	and	even	her	children.			 Harry	Burden,	in	her	anger,	refusal	to	submit	to	the	world's	wish	of	what	and	who	she	should	be,	joy,	freedom	and	creation,	would	seem	to	meet	Heilbrun's	criteria	for	the	true	account	of	a	woman.	Her	use	of	male	artists	as	masks	is,	in	its	own	way,	a	direct	answer	to	the	outright	expressions	of	anger,	power	and	laughter	Heilbrun	seeks.		Harry's	experiment	demonstrated	that	her	work	truly	was	perceived	differently	when	it	wore	a	man's	name.	The	controversy	caused	by	her	involvement	with	Rune	and	his	refusal	to	admit	to	the	extent	of	her	role	in	their	project	supports	the	same	hypothesis,	as	the	art	world	found	itself	largely	
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incredulous	that	the	woman	Harry	Burden	could	have	been	the	driving	creative	force	behind	their	exhibit.	The	result	of	Maskings	is	predictable	in	terms	of	Heilbrun:	Harry	attempted	to	create	an	expression	of	her	anger	in	order	to	exert	power	and	control	over	her	life	and	over	others.	To	accomplish	this,	she	extended	her	anger	to	exert	power	over	and	control	of	three	male	artists.	The	failure	of	Harry's	attempt—insomuch	as	Rune	is	able	to	discredit	her	on	the	basis	of	his	maleness	and	her	femaleness—is	indicative	of	the	impotence	of	and	lack	of	receptiveness	for	Harry's	anger	by	society	at	large,	much	like	Dr.	Frankenstein	and	his	monster.	Where	Hustvedt	wrote	Harry	to	be	intentionally	unconventional,	even	monstrous,	I	wrote	Barbara	and	Elizabeth	as	socially	defined	characters.	Elizabeth	struggles	to	live	up	to	the	expectations	set	by	the	magazines,	television	shows,	and	media	of	the	1950s,	as	well	as	the	expectations	of	her	own	mother.	Heilbrun's	comments	on	the	dynamic	between	mothers	and	daughters	illustrates	the	problem	I	sought	to	create	through	Elizabeth's	hopeless	attempts	to	be	the	"ideal"	wife	and	mother:	"Whatever	the	drawbacks,	whatever	the	frustrations,	or	satisfactions	of	the	mother's	life,	her	mission	was	to	prepare	the	daughter	to	take	her	place	in	the	patriarchal	succession,	that	is,	to	marry,	to	bear	children	(preferably	sons),	and	to	encourage	her	husband	to	succeed	in	the	world"	(Writing	119).	I	exacerbated	this	narrative	through	Tony's	dominance	and	Elizabeth's	mental	illness,	but	the	result	remains	the	same.	Even	Harry,	a	rebellious	woman	refusing	to	be	confined	to	the	small	niche	the	world	wanted	her	in,	learned	her	mother's	lessons	well:	through	a	lifetime	of	marriage	to	Felix	Lord,	Harry	self-silenced	and	played	the	socially	acceptable	wife,	ever	in	her	husband's	shadow.	
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5.2	OLIVE	KITTERIDGE	AND	THE	COLLECTION:	ANGER	AS	A	MASK		And	if	her	platter	had	been	full	with	the	goodness	of	Henry	and	she	had	found	it	burdensome,	had	flicked	it	off	crumbs	at	a	time,	it	was	because	she	had	not	known	what	one	should	know:	that	day	after	day	was	unconsciously	squandered.	—Elizabeth	Strout,	Olive	Kitteridge		
Olive	Kitteridge	is	a	novel-length	collection	of	short	stories	about	a	retired	schoolteacher	in	a	small	town	called	Crosby,	Maine.	The	stories	all	take	place	in	Olive's	limited	world,	although	she	is	not	the	protagonist	of	all	of	them,	nor	are	they	all	told	from	her	point-of-view.	Yet,	Olive	Kitteridge	builds	a	coherent	picture	of	Olive	through	the	collective	narrative.	Olive	is	married	to	a	pharmacist,	Henry,	and	mother	to	their	son,	Christopher.	She	is	a	large	woman,	gaining	weight	as	a	result	of	secret	binges	following	her	retirement.	While	Olive	is	a	difficult	woman,	often	abrasive	and	angry,	she	is	also	complex;	over	the	course	of	the	book,	the	reader	begins	to	understand	what	makes	Olive	the	way	she	is	and	grow	more	sympathetic	toward	her.	The	reader	first	meets	Olive	and	Henry	before	they	have	retired,	while	Christopher	is	still	in	school,	although	the	narrative	follows	Olive	into	retirement,	Henry	into	death,	and	Christopher	into	adulthood.	As	a	whole,	Olive	Kitteridge	is	a	portrait	not	only	of	Olive,	but	also	of	her	identity	in	relation	to	her	family	and	community.		 Olive's	anger	is	one	of	her	defining	traits—although	it	contrasts	sharply	with	the	empathy	and	compassion	of	which	she	is	also	capable.	Those	most	prone	to	her	anger	are	her	husband	and	son.	The	first	story,	"Pharmacy,"	focuses	on	Henry	and	is	told	from	his	point-of-view;	Henry	makes	frequent	mention	of	Olive's	anger,	shouting,	and	harsh	treatment	of	Christopher.	Henry	serves	as	a	deacon	at	their	church,	while	Olive	evolves	into	an	atheist	and	unloads	on	him	when	he,	in	
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frustration,	asks	if	it's	too	much	to	ask	that	she	attend	church	services	with	him.	"'Yes,	it	most	certainly	is	too	goddamn	much	to	ask!'	Olive	had	almost	spit,	her	fury's	door	flung	open.	'You	have	no	idea	how	tired	I	am,	teaching	all	day,	going	to	foolish	meetings	where	the	goddamn	principal	is	a	moron!	Shopping.	Cooking.	Ironing.	Laundry'"	(9).	Likewise,	references	throughout	the	book	indicate	that	many	of	her	students	feared	or	disliked	Olive.	Much	like	Tony's	rage	and	hoarding	disproportionately	affected	David's	childhood,	Olive's	volatile	emotions	take	their	greatest	toll	on	her	son,	Christopher.	As	a	younger	child,	Christopher	fights	back	with	his	mother	and	becomes	disengaged	from	her	as	a	teenager,	but	as	an	adult,	he	seeks	to	remove	himself	from	her.	In	terms	of	Attachment	Theory,	Olive's	temper	pushed	Christopher's	childhood	anxious/ambivalent	attachment	to	her	past	its	breaking	point—much	as	Elizabeth's	apathy	pushed	Barbara	into	an	avoidant	engagement	style.	As	a	result,	Christopher's	attachment	to	his	mother	from	adolescence	into	middle	age	would	be	classified	as	avoidant.	He	moves	across	the	country	to	California	for	a	number	of	years,	and	only	invites	Olive	back	into	his	life	when	he	has	moved	back	to	New	York	City	to	marry	his	second	wife,	a	woman	who	already	has	children.	Christopher	and	Barbara	are	parallel	in	this	avoidant	relationship	with	their	parents,	including	the	drastic	geographic	changes;	but	while	Barbara	permanently	avoids	Tony,	Christopher	does	attempt	to	reconcile	with	Olive.		 Olive's	push-and-pull	relationship	with	Christopher	is	possibly	also	the	result	of	her	BPD-like	tendencies:	Olive's	overeating	correlates	with	the	Queen	borderline	mother	personality's	"oral	greediness,"	as	do	her	loudness	and	bouts	of	rage	(Lawson	103-105).	Olive's	father's	suicide	also	supports	a	borderline	
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personality:	"The	borderline	Queen	lacks	the	experience	of	feeling	special	and	suffers	from	feelings	of	complete	emptiness,	angry	yearning,	and	insatiable	longing"	(Lawson	104).	Whether	Olive	truly	had	BPD	or	not,	her	tendencies	and	behaviors	toward	Christopher	(and	Henry)	were	sufficient	to	enforce	his	avoidant	attachment	and	engagement	styles	with	her.	One	commonality	among	children	with	borderline	mothers	is	the	destructive	long-term	effects	on	the	mother's	mental	illness	on	her	children;	Christopher	eventually	enters	therapy	to	seek	relief,	while	Barbara	turns	to	religion	for	refuge.		 Despite	Olive's	rough	exterior,	she	is	vulnerable—a	trait	she	shares	with	Barbara.	Olive	loves	Christopher	and	is	fiercely	protective	of	her	son.	She	has	no	use	for	her	first	daughter-in-law	from	Connecticut	and	when	Christopher	announces	their	imminent	move	across	the	country	to	California	after	only	four	months	of	marriage,	Olive	is	alternately	despondent	and	enraged:	"She	wept	at	times	with	such	noise	the	dog	whimpered	and	trembled	and	pushed	his	cold	nose	into	her	arm.	She	screamed	at	the	dog.	She	screamed	at	Henry.	'I	wish	she'd	drop	dead'"	(142).	Despite	her	admonitions	and	shouting,	Olive	also	deeply	loves	Henry	and	is	strongly	affected	when	he	suffers	a	stroke	that	renders	him	helpless.	Forced	to	place	a	nonresponsive,	but	alive,	Henry	in	a	care	facility,	Olive	flounders	in	her	efforts	to	create	new	structure	in	her	life.	Her	son	relies	on	the	avoidant	attachment	and	engagement	styles	he'd	developed	toward	her	in	his	younger	years,	protecting	himself	from	her	while	simultaneously	breaking	her	heart.	In	the	midst	of	this	crisis,	Olive's	atheism	provides	an	important	point	of	contrast	to	Barbara's	religiousness:	Barbara's	religion	is	fairly	effective	at	providing	comfort,	attachment,	and	insulation	from	her	anger	and	depression;	Olive,	having	rejected	religion,	is	left	to	seek	other,	
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less	successful,	solutions.	With	neither	Christopher	nor	Henry	to	turn	to,	Olive	is	forced	to	turn	to	other	avenues	for	support—contrary	to	her	deep-seated	belief	in	keeping	one's	troubles	to	herself.	Olive's	unhealthy	relationship	with	food,	characterized	by	overeating,	binging,	or	hiding	her	eating	habits	from	Henry	(before	his	stroke),	also	point	to	her	ineffective	expression	of	anger	and	inability	to	process	her	other	emotions	(Jack	144-145).			 Olive	is	at	times	harsh,	others	deeply	empathetic—although	she	struggles	to	express	her	empathy	and	often	fails.	When	Olive	is	faced	with	a	former	student,	now	a	mother,	whose	husband	has	died,	she	is	compassionate	and	sympathetic,	but	she	recognizes	her	own	limitations:	"She	would	like	to	rest	a	hand	on	Marlene's	head,	but	this	is	not	the	thing	Olive	is	especially	able	to	do"	(180).	A	similar	incident	in	
The	Collection	occurs	when	Barbara	recognizes	that	she	would	like	to	embrace	Jonah,	but	chooses	not	to	reveal	her	sympathy	for	her	stepfather.	In	direct	contrast,	Olive	expresses	her	anger	openly	to	her	immediate	family,	screaming,	shouting	and	cursing	at	them,	even	when	they	are	not	the	real	targets	for	her	frustration	and	rage.	Olive's	anger	is	also	often	a	mask	for	other	emotions,	like	her	depression	at	the	thought	of	Christopher	moving	across	the	country	or	the	unnamable	swirl	of	feelings	assaulting	Olive	after	Henry	goes	into	the	nursing	home.	In	this,	Olive	is	similar	to	Barbara	and	Elizabeth	in	The	Collection:	Barbara	and	Elizabeth	repress	their	anger,	which	then	manifests	as	depression	for	both	women;	although	Olive	expresses	anger,	she	doesn't	do	so	effectively	(Jack	145),	also	resulting	in	depression.	When	Henry	is	a	shell	of	himself	in	the	facility	and	Christopher	aloof	in	California,	it	becomes	clear	that	Olive's	greatest	antagonist	is	herself.	Olive's	father	committed	suicide	when	she	was	a	girl,	and	while	she	publicly	mocks	the	absurdity,	
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cowardice	and	selfishness	of	the	act,	she	is	less	opposed	alone—especially	after	Henry's	stroke:	"The	thought	that	she	could,	anytime	she	needed	to,	kill	herself	went	through	her	head.	It	was	not	the	first	time	in	her	life	she'd	thought	this,	but	before,	she	would	think	about	the	note	to	leave.	Now	she	thought	she	would	leave	no	note"	(150).	The	connection	between	Olive's	father's	suicide	and	her	tendency	to	rage	is	also	predictable	in	terms	of	Bowlby's	theories	on	loss	and	the	stages	of	grief	(J.	Holmes	87-91).	Bowlby	specifically	addresses	the	potential	impact	of	a	parent's	suicide	as	a	"common	cause[s]	of	intensified	separation	anxiety"	leading	to	anger,	"often	also	of	intense	degree"	(Bowlby	"Retrospect"	671).	From	the	Attachment	standpoint,	Olive's	childhood	loss	of	her	father	to	suicide	is	the	ultimate	abandonment,	a	trauma	that	led	Olive	not	only	to	undergo	the	stages	of	mourning	Bowlby	outlines	(J.	Holmes	87-91),	but	also	inspired	in	her	a	deep-seated	anger	and	fear	of	abandonment.	Lawson	also	makes	the	connection	between	Olive's	childhood	abandonment	and	adult	BPD:	"…the	borderline	mother's	behavior	reflects	the	degree	to	which	her	emotional	needs	were	unmet	as	a	child	and	the	way	in	which	caregivers	responded	to	her"	(Lawson	44).	It	is	reasonable	to	speculate	that	Olive's	mother	would	have	found	parenting	difficult	in	the	wake	of	her	husband's	suicide,	leaving	the	child	Olive	to	cope	with	the	loss	on	her	own.	Like	many	married	couples,	Olive	and	Henry	change	over	the	course	of	their	marriage	(Ng	and	Smith	430),	and	like	most	children,	Christopher	strives	to	differentiate	himself	from	his	parents	as	an	adult15	(Harvey	and	Bray	299-300).	Olive's	and	Henry's	lives	following	Henry's	retirement	from	the	pharmacy	become	
																																																								15	As	described	by	Bowen's	Intergenerational	Family	Systems	Theory	(Harvey	and	Bray	298-300).	
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more	entwined	in	some	ways,	as	they	seek	hobbies	and	pastimes	to	keep	busy	in	the	absence	of	jobs	and	parenting	duties.	During	this	period,	Olive	is	less	angry	and	explosive,	although	no	less	irritated	by	her	husband.	Without	Henry	as	a	buffer,	Olive's	anger	is	more	often	internal—or	even	self-directed—like	Barbara	in	The	
Collection.	Olive	is	angry	at	growing	old:	so	embarrassed	that	she'd	dripped	melted	ice	cream	on	herself	while	visiting	a	remarried	Christopher	in	New	York	City,	Olive	grew	so	infuriated	that	she	cut	short	her	visit.	Again,	Olive's	anger	is	often	a	mask	for	her	other	emotions:	rather	than	express	to	her	son	and	daughter-in-law	that	she	feared	growing	old	and	being	treated	like	a	feeble,	useless	person,	that	she	was	mortified	at	having	dribbled	food	on	herself	like	one	of	their	children	(228).	Both	angry	and	embarrassed	that	neither	Christopher	nor	his	wife	told	her	of	the	spill,	Olive	internalized	her	feelings	and	lumped	them	together	under	the	familiar	umbrella	of	anger	(228).	It	is	also	important	to	note	that	at	this	point	in	Olive's	life,	she	again	fears	abandonment:	Christopher	has	demonstrated	that	he	will	permit	only	limited	involvement	by	Olive,	and	Henry	has	been	either	effectively	and	actually	dead	for	years.	This	fear	manifests	in	Olive's	anger	and	her	bouts	of	depression,	characterized	by	feelings	of	uselessness	and	wishes	for	death.	Olive's	redemption	does	not	come	at	the	prodding	of	a	therapist,	but	equally	unexpectedly	in	love.	The	final	story,	"River,"	follows	Olive	as	she	meets	Jack	Kennison,	with	whom	she	is	open	about	her	regrets—most	of	which	are	built	around	her	anger.	Another	story	in	Olive	Kitteridge,	"Criminal,"	introduces	Rebecca	Brown,	daughter	of	Crosby's	Congregational	minister.	Although	Olive	makes	a	minimal	appearance	in	the	chapter,	anger	and	abandonment	take	center	stage.	When	Rebecca	was	a	young	girl,	her	mother	left	her	family	to	become	an	actress	in	
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California	and	found	Scientology	along	the	way.	Abandoned	by	her	mother	and,	as	her	Aunt	Katherine	said,	"spousif[ied]"	by	her	father,	Rebecca's	world	revolved	around	her	father.	Although	deeply	affected	by	the	loss	of	her	primary	attachment	to	her	mother,	Rebecca	was	not	permitted	by	her	strict,	religious	father	to	mourn	the	loss	of	her	mother.	Instead,	she	cooked,	cleaned	and	was	made	to	abide	by	a	series	of	strict	Biblical	"thou	shalt	nots"	(235).	The	snapshot	of	Rebecca	in	"Criminal"	finds	her	living	with	a	boyfriend	and	applying	for	jobs	after	college	and	after	the	death	of	her	suppressive	father.	Frustrated	by	her	inability	to	find	fulfilling	work,	still	haunted	by	her	father's	regime	and	her	mother's	abandonment,	Rebecca	finds	an	outlet	for	her	repressed	anger	in	pyromania.	The	story	ends	as	Rebecca	calmly	fills	a	backpack	with	fire-starting	material,	planning	to	target	the	doctor's	office	that	recently	dismissed	her	chronic	heartburn	and	stomach	pain	as	a	"sensitive	stomach"—ironically,	her	stomach	ailments	were	likely	the	physical	manifestation	of	her	anger	(Jack	144).	In	addition	to	lighter	fluid,	Rebecca	includes	symbols	of	her	anger	toward	her	mother	in	her	bag:	"She	watched	herself	quietly	slip	from	her	underwear	drawer	the	old	postcards	from	her	mother.	In	the	kitchen	she	ripped	them	in	half—and	when	she	did,	a	tiny	sound	came	from	her.	She	put	them	into	the	knapsack"	(250).	Rebecca's	stifled	anger	and	illegal	outlet	stand	in	stark	contrast	to	Olive's	frequent	expression	of	anger.	Attachment	Theory	indicates	that	the	women's	similar	childhood	abandonment	traumas—Olive's	father's	suicide	and	Rebecca's	mother's	departure—coupled	with	their	similar	taste	in	laid-back	partners	suggest	that	Rebecca	could	have	been	Olive	in	another	life,	or	Olive	Rebecca.	The	danger	of	anger,	the	metaphor	appears	to	say,	is	that	it	burns	regardless,	but	one	has	a	choice	in	whether	to	control	it	or	let	it	consume.	
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Olive	compares	well	with	Barbara	in	The	Collection	in	three	key	facets:	her	anger	as	the	result	of	childhood	abandonment,	her	love	for	her	son,	and	her	struggle	to	find	her	identity.	As	discussed	previously,	a	psychoanalyst	would	likely	pinpoint	Olive's	childhood	trauma	of	her	father's	suicide	as	the	source	of	her	anger	(Bowlby	"Retrospect"	671;	See	also	Ledgerwood).	In	addition	to	its	roots	in	her	father's	abandonment	of	her	via	suicide,	Olive's	anger	toward	Henry	stems	from	her	frustration	that	she	is	not	more	like	him.	Whereas	Henry	is	friendly,	always	ready	to	say	the	right	words	to	a	customer,	neighbor,	or	stranger,	Olive	is	awkward	and	cold—even	when	she	doesn't	mean	to	be.	Similarly,	while	Elizabeth's	abandonment	of	Barbara	is	actually	a	preference	for	David,	and	Tony	is	emotionally	unavailable	and	physically	absent,	albeit	alive,	Barbara	is	deeply	affected	by	her	childhood	perception	of	her	parents'	abandonment	of	her—a	perception	which	shapes	her	relationships	as	an	adult	(Harvey	and	Bray	299).	Barbara	is	hardly	as	socially	cumbersome	as	Olive,	but	she	similarly	resents	her	husband's	easy-going	nature.	Rick's	ability	to	take	a	crisis	in	stride	and	propose	solutions	infuriates	Barbara	because	her	first	reaction	is	emotional.	Barbara	treats	each	incident	as	a	personal	affront,	causing	her	to	respond	with	anger,	resentment,	frustration,	and	annoyance—none	of	which	she	feels	free	to	emote,	resulting	in	self-silencing	and	anger	suppression	(Jack	144).	Regardless	of	whether	Rick	is	the	cause,	he	often	receives	the	brunt	of	her	anger—just	as	Henry	is	the	recipient	of	Olive's.	Rick	grates	on	Barbara's	nerves,	but	unlike	Olive,	she	doesn't	always	emote	her	anger;	rather,	Barbara	typically	responds	passive	aggressively.	Just	as	Olive	loves	Christopher,	despite	her	tumultuous	relationship	with	him,	so	Barbara	loves	her	son,	Nat.	Barbara's	clear	preference	for	her	son	and	
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firstborn	mirrors	Elizabeth's	preference	for	David;	aside	from	the	gendered	implications	of	prioritizing	their	sons,	Elizabeth's,	Barbara's,	and	Olive's	preferential	treatment	of	their	sons	is	predicted	by	their	BPD	(Lawson	40-42).	Although	Olive	only	has	one	child,	his	attachment	pattern	to	her	is	similar	to	Barbara's	toward	Elizabeth.	As	a	child,	Barbara's	primary	attachment	to	Elizabeth	becomes	first	anxious/ambivalent	after	David's	birth,	and	ultimately	degrades	into	avoidant—just	as	Christopher's	attachment	to	Olive	does.	Relatedly,	Olive's	attachment	to	her	father	is	similar	to	Barbara's	to	Tony.	Whereas	Olive's	relationship—and	thereby	attachment—with	her	father	was	severed	as	a	result	of	his	suicide,	Barbara's	avoidant	attachment	to	Tony	comes	as	a	result	first	of	his	physical	absence	and	later	of	his	unrepentant	hoarding	and	its	ultimate	endangerment	of	her	life.	Unlike	Olive,	Barbara	only	treated	Tony	as	though	he	were	dead,	and	thus	still	has	to	deal	with	her	relationship	with	him	when	he	does	die.	Olive,	like	Harry	Burden	and	Barbara,	doesn't	fit	into	the	mold	society	expects	of	her.	As	a	wife,	mother	and	schoolteacher,	Olive	is	expected	to	be	kind,	gentle,	and	'feminine'	in	the	traditional	sense.	Olive	is	none	of	these.	Barbara,	in	the	same	three	roles,	is	similar	to	Olive	in	her	no-nonsense	approach	to	her	students.	In	a	departure	from	her	usual	stringent	personality,	Olive's	softer	side	is	seen	most	often	in	context	of	her	students—both	current	and	past.	Barbara's	students	do	not	make	a	large	appearance	in	The	Collection	as	the	plot	occurs	over	the	summer,	but	readers	can	intuit	that	she	does	not	grow	particularly	attached	to	them.	In	the	Epilogue,	however,	the	reader	notes	that	Barbara	is	at	least	protective	of	her	students	(The	Collection	272-273).	Barbara	is	not	the	typical	teacher	who	longs	for	summer,	and	her	hobbies	consist	largely	of	her	religion.	Olive's	free	time,	on	the	
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other	hand,	is	filled	with	gardening,	canning,	sewing,	and	other	traditionally	feminine	domestic	duties.	This	adherence	to	typical	gender	roles	is	perhaps	the	only	clear	facet	in	which	Olive	exists	without	chafing	against	society's	expectations—and	she	genuinely	enjoys	them.	Both	Olive	and	Barbara	resist	looking	internally	to	examine	honestly	why	and	how	they	are	the	women	they	are.	Olive	only	does	so	late	in	life,	whereas	Barbara	is	essentially	forced	by	Tony's	death	to	confront	her	past	and	the	traumas	that	shaped	her.	In	many	ways,	Olive	is	the	woman	Barbara	could	have	been	had	she	not	turned	to	religion	as	her	primary	secure	attachment.		
5.3	THE	COLLECTION:	SUPPRESSED	ANGER	…Barbara	had	the	distinct	impression	that	she	was	being	treated	as	an	unexploded	bomb—handled	carefully,	at	a	distance,	and	with	a	certainty	that	when	she	did	blow	up,	he	didn’t	want	to	be	anywhere	nearby…		—The	Collection	
	Barbara's	anger	is	the	primary	focus	within	the	scope	of	this	research,	but	her	anger	is	understood	best	in	context	with	other	characters:	Elizabeth	never	expresses	her	anger,	while	David	is	explosive	in	his,	as	is	Jean.	Another	influence	on	Barbara,	her	anger	and	her	expression	of	anger	is	Tony.	While	exhibited	only	anecdotally	through	Elizabeth	or	David,	or	read	in	the	subtext	of	Elizabeth's	letters	to	him,	Tony's	expression	of	anger	toward	Elizabeth	and	their	children	had	a	significant,	and	divergent,	impact	on	each.		 Barbara	expresses	anger	both	in	traditionally	feminine	and	overt,	or	typically	masculine,	ways.	Elizabeth's	self-silencing	during	Barbara's	childhood	taught	Barbara	that	women	should	not	express	their	anger.	Yet	throughout	the	novel,	Barbara's	resentment	toward	and	frustration	with	others	are	clear.	She	is	passive	aggressive	toward	her	family	and	outsiders,	but	is	also	likely	to	exhibit	
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aggressiveness	toward	family,	such	as	when	she	and	David	escalate	into	a	screaming	match	at	his	duplex.	Barbara's	tendency	to	suppress	her	anger	or	express	it	through	passive	aggression	may	also	be	partly	due	to	her	religiosity.	The	anger	Barbara	harbors	directly	contradicts	the	Christian	directives	to	forgive	and	"turn	the	other	cheek,"	but	passive	aggression	allows	her	to	avoid	the	contradiction.	Barbara's	religiosity	also	serves	to	insulate	her,	to	an	extent,	against	both	depression	and	anger;	her	religion	may	also	have	protected	her	from	developing	BPD	like	Elizabeth.	Maddi	et	al's	study	comparing	the	effectiveness	of	religion	versus	'hardiness16'	in	remediating	anger	and	depression	supported	other	studies	that	indicate	that	religiosity	does	provide	a	buffer	against	both	anger	and	depression	(Maddi	et	al	149).	Religion,	however,	is	not	a	perfect	remedy	and	was	actually	found	to	be	less	effective	than	hardiness	(Maddi	et	al	149).	The	study	found	that	while	both	hardiness	and	religiosity	contribute	to	overall	health	and	mental	well-being	under	stress,	as	well	as	to	"help	people	to	tolerate	stresses,	cope	with	them	effectively,"	hardiness	was	significantly	more	effective	(Maddi	et	al	149).	In	other	words,	while	Barbara's	deep	Christian	faith	keeps	her	from	succumbing	to	the	anger	and	depression	that	so	deeply	affect	Elizabeth	and	David,	it	does	not	insulate	her	entirely.	It	leaves	her	susceptible	to	the	bouts	of	depression	hinted	at	in	The	
Collection:	her	postpartum	depression,	the	meltdown	in	the	shower,	the	migraines	and	headaches	consistent	with	someone	suffering	from	depression.	While	psychology	has	not	drawn	a	clear	relationship	between	religiosity	and	BPD,	studies	do	indicate	that	people	who	are	more	religious	tend	to	have	the	least	BPD	traits																																																									16	Hardiness	“constitutes	an	operationalization	of	the	existential	courage	and	motivation	to	search	for	the	overall	meaning	of	one’s	life”	(Maddi	et	al	148). 		
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(Hafizi,	Tabatabei,	and	Koening	140).	The	causality	is	unclear	(ie:	whether	increased	religiosity	better	prepares	people	against	BPD	or	whether	people	who	have	BPD	are	less	inclined	to	be	religious),	but	psychiatrists	have	posited	that	religion's	positive	effect	on	providing	relief	from	and	minimizing	stress	could	be	one	key	(Hafizi,	Tabatabei,	and	Koening	140).	For	purposes	of	discussing	both	Barbara's	religiosity	and	Elizabeth's	lack	thereof	in	The	Collection,	the	cause	is	less	important	than	the	outcome.	Incidentally,	because	Elizabeth	is	only	socially	religious,	her	religion	does	little	to	protect	her	from	depression	and	BPD.	Barbara's	rigorous	morning	prayer	and	devotional	(meditation)	routine	in	the	novel	also	presents	an	interesting	twist	to	her	anger	expression.	Sandra	Thomas'	anger	interviews	of	535	women	found	that	in	response	to	the	question	of	whether	they	did	"anything	else	…when	angry	that	has	not	been	mentioned	on	our	questionnaire"	listed,	among	other	strategies	and	behaviors:	prayer	and	reflection	(Jack	144;	Smucker,	Martin,	and	Wilt	149-153).	The	religiosity	I	ascribed	to	Barbara	in	The	Collection	becomes	infinitely	more	complex	when	viewed	not	only	as	a	substitute	secure	attachment,	but	also	as	a	coping	mechanism	for	her	suppressed	anger.		 Although	I	manufactured	Elizabeth's	depression	as	a	characterization	device,	in	reality,	psychology	recognizes	depression	as	a	manifestation	of	self-directed	or	internalized	anger	(first	posited	by	Freud	in	191	and	subsequently	substantiated,	although	not	universally;	the	theory	is	adamantly	opposed	by	some)	(Droppleman	and	Wilt	212,	217).	Numerous	psychological	theories	offer	misdirected,	suppressed,	or	self-directed	anger	as	the	cause	of	or	an	aspect	of	depression—particularly	for	women	(Droppelman	and	Wilt	216-217),	although	the	discussion	is	neither	complete	nor	unanimous;	women,	anger,	and	depression	simply	have	not	been	
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studied	enough.	In	Elizabeth's	case,	the	guilt	and	shame	she	would	have	felt	as	an	unwed	mother	in	the	1950's	could	have	triggered	her	depression.	Her	out-of-wedlock	pregnancy	and	resulting	marriage	to	Tony	in	order	to	appease	her	religious	family's—and	society's—expectations,	her	subsequent	miscarriage,	her	two	well-born	children,	her	post-partum	depression	and	abandonment	by	Tony	all	compound	complex	emotions	of	guilt,	shame,	anger,	fear,	loneliness	and	depression—along	with	the	biological	changes	as	a	result	of	pregnancy	and	maternity	(Droppelman	and	Wilt	214).	Psychology	agrees	that	it	would	be	difficult	to	determine	whether	Elizabeth's	depression	is	the	expression	of	the	other	deeply	ingrained	emotions,	or	whether	those	emotions	only	exacerbate	it.	Regardless,	Elizabeth	holds	her	anger	close,	wrapped	into	her	depression,	rather	than	expressing	it	like	David,	or	even	Barbara,	in	her	way.	Both	Attachment	Theory	and	Intergenerational	theories	of	Personal	Development	support	the	way	in	which	I	wrote	Barbara's	emotional	and	psychological	identity	as	an	adult	as	shaped	by	her	childhood	and	parents.	As	a	child,	Barbara	resented	her	mother's	focus	on	and	liberal	demonstrations	of	affection	toward	David.	While	Barbara	first	responded	to	losing	her	primary	attachment	figure	by	exhibiting	anxious/ambivalent	behavior	in	order	to	gain	Elizabeth's	attention,	she	ultimately	resorted	to	an	avoidant	attachment	to	avoid	further	disappointment	and	emotional	pain.	Barbara's	resentment	against	Elizabeth	continued,	however,	as	Barbara	grew	old	enough	to	understand	the	nature	of	Tony's	hoarding	and	its	effects	on	his	family's	lives.	Barbara	viewed	her	mother	as	weak	because,	from	her	perspective,	Elizabeth	seemingly	did	nothing	to	protect	her	children	from	Tony's	hoarding	and	emotional	abuse—the	discovery	of	Elizabeth's	
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letters	prompts	the	crucial	shift	in	Barbara's	perception	of	her	mother	in	The	
Collection.	At	the	same	time,	I	imagined	that	Barbara's	anger	toward	her	father	grew,	first	because	of	his	obsessive-compulsive	hoarding,	and	later	because	he	also	focused	his	fatherly	attentions	primarily	on	David.	As	she	grew	older,	Barbara	bottled	up	her	anger	toward	Tony,	eventually	cutting	him	out	of	her	life	rather	than	examining	his	impact	on	her	or	expressing	her	anger	at	and	to	him.	I	drew	on	my	experiences	as	a	woman	and	observations	of	the	women	around	me	to	write	Barbara's	passive	approach	to	her	anger	surrounding	Tony,	but	psychology	confirms	that	it	is	inherently	feminine	in	its	execution	(Jack	141).	Similarly,	while	Barbara	maintains	a	distant	semblance	of	a	relationship	with	Elizabeth	as	an	adult,	she	treats	her	mother	as	incompetent.	Her	comments,	tone	of	voice,	and	attitude	toward	Elizabeth	express	a	muted,	passive	aggressive	anger.	While	one	might	expect	Barbara	to	be	more	expressive	in	her	anger	toward	Elizabeth—and	toward	her	husband,	to	an	extent—that	she	does	not	is	indicative	of	the	deeply	ingrained	example	Elizabeth	set	for	her	daughter	as	a	child.	Barbara	learned	from	Tony	that	men	were	allowed	to	express	anger,	to	rage,	to	shout,	and	to	be	explosive	in	their	expression	(Fabes	533;	See	also	Jack	141).	From	passive	Elizabeth,	I	have	shown	how	Barbara	has	absorbed	society's	gender-based	restriction	of	a	woman's	expression	of	anger:	women	do	not	have	permission	to	rant,	rage,	or	shout	(Fabes	533;	See	also	Jack	141).	As	the	author,	I	did	not	want	to	distance	the	reader	from	Barbara	as	a	result	of	her	anger	expression;	however,	given	the	childhood	familial	context	I	had	written	for	Barbara,	and	the	gender-based	social	allowances	for	anger,	her	anger	suppression	is	an	authentic	possible	outcome.	I	chose	to	restrict	Barbara	to	typical	feminine	behavior	regarding	anger	for	this	reason,	although	it	sets	her	
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apart	from	characters	like	Harry	and	Olive,	who	express	anger	in	typically	masculine	manners.		Hustvedt	ensures	that	Harry	is	not	entirely	satisfied	at	the	close	of	The	
Blazing	World,	although	she	sought	to	express	her	anger	in	as	many	forms	as	are	available	to	her:	Maskings,	her	pseudonymous	letters	to	editors,	her	private	journals,	and	her	public	outbursts.	While	Maskings	did	not	have	the	effect	on	the	art	community	that	Harry	had	hoped	for,	it	did	prove	her	point	about	gender.	But	Hustvedt's	novel	also	warns	that	Harry's	anger	was	not	without	consequence,	beyond	even	the	psychological	and	emotional	trauma	she	underwent	as	a	result	of	Rune's	refusal	to	bend	to	her	will.	Less	than	a	year	before	Harry's	death,	she	writes	in	"Notebook	O"	of	the	devastating	effect	of	her	single-minded	focus	on	channeling	her	anger	into	Maskings.	"I	am	alone.	I	have	lost	Bruno	now,	too,	lost	him	to	my	schemes	and	my	rage	and	my	failure.	I	wanted	to	bite	the	world	bloody,	but	I	have	bitten	myself,	made	my	own	poor	tragedy	of	things"	(323).	As	is	fitting	for	a	woman	who	struggled	her	whole	life	for	identity	and	to	be	comfortable	in	her	own	skin,	Harry	dies	not	at	the	hands	of	another	person,	but	of	the	cancer	attacking	from	inside	her	own	body.	In	the	weeks	prior	to	her	death,	Harry	writes	in	"Notebook	T"	of	her	body's	degradation,	"I	am	truly	a	monster	now,	ashamed	of	its	hideous	body"	(337).		And	yet,	despite	her	raging,	her	fury,	Harry	does	not	die	alone.	Her	children	and	grandchildren,	Bruno,	and	her	favorite	tenants	are	with	Harriet	Burden	as	she	draws	her	last	breath,	still	angry.	The	last	time	Harry	spoke,	she	repeated	"no"	three	times,	but	just	before,	she	admonished	her	granddaughter	Aven	to	"Fight	for	yourself.	Don't	let	anybody	push	you	around.	You	hear	me?"	(351).	Even	on	her	deathbed,	Harry	was	acutely	aware	of	the	difficult	world	ahead	of	her	young	
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granddaughter,	having	had	the	misfortune	to	be	born	a	girl,	and	urges	her	to	fight	against	it.	
Olive	Kitteridge	also	offers	the	sharp	contrasts	between	Olive's	frequent	external	expression	of	anger	and	Rebecca	Brown's	simmering	internalized	anger.	While	Olive	is	quick	to	snap	at,	shout	at	or	even	hit	her	husband	or	son,	Rebecca's	rage	is	deeply	subdued.	Only	in	her	thoughts	is	Rebecca	daring	enough	to	say,	"Fuck	you"	to	the	mother	who	abandoned	her.	Incidentally,	Rebecca's	story	is	also	illustrative	of	the	health	consequences	women	often	suffer	as	a	result	of	constantly	suppressing	her	anger;	she	visits	the	doctor's	office	in	the	first	place	to	address	ongoing	stomach	issues	and	heartburn,	only	to	be	told	she	has	a	"sensitive	stomach"	and	nothing	else	is	wrong.	In	all	likelihood,	Rebecca's	physical	symptoms	were	the	result	of	a	lifetime	of	suppressed	anger	and	self-silencing	(Jack	143-145).	The	end	results	of	the	women's	divergent	anger	expressions	are	also	dissimilar,	as	Olive	ultimately	harbors	regret,	but	little	rage,	and	Rebecca	calmly	sets	out	to	commit	felony	arson	to	undo	years	of	anger	suppression.	For	Rebecca,	arson	is	symbolic	not	only	of	the	expression	of	her	anger,	but	also	of	the	control	that	has	been	denied	to	her	for	most	of	her	life.	Living	under	her	father's	strict	religious	rules	restricted	Rebecca	from	doing,	trying,	and	experiencing.	Thus,	when	Rebecca	is	leaving	her	apartment	at	the	end	of	"Criminal,"	she	focuses	on	the	words	she	will	hear	if	she's	caught:	"'You	have	the	right	to	remain	silent.	You	have	the	right—You	have	the	right—You	have	the	right.'	It	would	be	worth	the	arrest	if	they	put	it	like	that"	(250).	But	Olive,	who	has	so	freely	expressed	her	fury	throughout	her	life,	finds	herself	accepting,	calm,	and	not	yet	willing	to	give	up	on	the	life	that	she's	raged	so	often	against.	
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Barbara,	unlike	either	Harry	or	Olive,	is	religious,	a	distinction	that	anecdotal	and	psychological	evidence	both	mark	as	protective	against	anger	and	depression	(Maddi	et	al	149).	While	Barbara	often	translates	her	faith	into	a	'holier	than	thou'	attitude	toward	the	world,	allowing	herself	small	resentments	and	frustrations,	she	is	not	buried	under	them	like	Harry.	And	because	Barbara	is	not	frequently	expressive	or	explosive	in	her	anger,	she	does	not	face	so	many	regrets	as	Olive	does.	Barbara	is	by	no	means	mentally	healthy	and	is	far	from	emotionally	healthy,	but	her	choice	in	coping	mechanism	following	her	traumatic,	avoidant	childhood	provides	enough	defense	that	she	is	not	rendered	helpless	like	her	mother.	Psychology	also	maps	the	potential	connection	between	an	avoidant	attachment,	as	I	wrote	Barbara's	childhood	attachment,	and	her	conversion	and	adherence	to	a	deeper	religious	belief	than	her	mother	(Kirkpatrick	and	Shaver	317).	In	other	words,	while	Barbara	is	angry	and	depressed,	unlike	Olive,	her	religiosity	prevents	her	from	succumbing	completely	to	either.	Darkly,	and	representative	of	the	greater	concern	to	the	few	psychologists	and	psychiatrists	focused	on	women's	anger,	none	of	these	women	characters	is	effective	at	expressing	her	anger—with	the	exception,	perhaps,	of	Olive.	Harry	dies	angry	and	embittered	at	her	perceived	failure.	Rebecca	seeks	anger	expression	through	an	act	that	is	ultimately	self-destructive.	Olive	lets	go	of	her	anger	only	in	the	last	years	of	her	life,	primarily	out	of	fear	of	dying	alone.	Elizabeth's	anger	suppression,	depression	and	BPD	controlled	and	restricted	her	to	resignation	and	submissiveness.	Barbara's	anger	toward	her	mother	diffuses	as	a	result	of	their	interactions	throughout	The	Collection,	but	I	intentionally	did	not	write	a	clearly	recognizable	reconciliation	between	the	two.	Likewise,	I	did	not	explicate	Barbara's	attitude	toward	Tony	at	the	close	of	the	novel,	leaving	the	
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reader	to	wonder	if	she	has	let	go	of	the	pain	and	anger,	forgiven	him,	or	still	harbors	anger	and	resentment	against	her	father.	Secrets	and	lies	are	also	a	source	of	anger	for	many	of	the	characters	in	The	
Collection.	The	most	obvious	secrets	surround	Tony,	but	Elizabeth	also	holds	her	past	close.	I	used	the	striking	visual	of	storage	units	full	of	Tony's	accumulated	hoarding	as	symbolic	manifestation	of	the	secrets	in	the	novel,	but	the	storage	containers	contain	neither	all	of	the	secrets,	nor	all	the	answers.	Elizabeth's	secrets	function	to	protect	her,	to	build	a	wall	between	the	traumatic	past	and	her	acceptable,	cared-for	present.	Tony's	secrets,	and	his	lies,	created	the	space	he	needed	for	his	complicated	existence—abandoned	family	and	obsessive	hoarding.	Like	Barbara	and	Ivy	in	August:	Osage	County,	Tony's	family	members	are	angry	when	his	secrets	are	revealed.	Although	in	The	Collection,	Elizabeth	and	Barbara	find	some	empowerment	in	airing	out	the	past,	like	Barbara	in	August:	Osage	
County,	David	relives	his	childhood	trauma,	and	Jean	sees	only	the	opportunity	for	exploiting	Barbara	and	their	father's	death.		The	exposure	of	Tony's	multiple	families,	the	extent	of	his	hoarding,	and	the	pain	he	caused	those	around	him	ignites	frustration	into	anger.	Like	Olive,	David's	anger	is	explosive	and	often	misdirected,	catching	Barbara	in	its	fallout.	David	expresses	his	anger	in	typically	masculine	ways:	shouting,	clenching	his	fists,	and	posturing.	Meanwhile	I	wanted	Tony's	ex-wives,	Janet	and	Elizabeth,	to	express	their	anger	with	a	cool	collectedness	that	comes	from	lifetimes	of	self-silencing.	But	Barbara	struggles	to	maintain	her	feminine	anger	expression—suppression—amidst	the	discoveries	about	her	childhood,	Tony,	Elizabeth,	and	her	half-siblings.	To	disrupt	Barbara's	reliance	on	her	feminine	anger	management	techniques,	such	as	passive	aggression	and	prayer,	
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I	used	the	culmination	of	events	in	The	Collection	to	push	her	to	express	her	anger	in	more	typically	masculine	ways,	typified	by	her	shouting	match	with	David.	Even	when	she	is	expressing	anger	outright,	I	ensured	that	Barbara's	constant	need	for	control	leaked	in:	rather	than	fly	off	the	handle,	curse	and	scream	like	Olive	or	the	women	from	August:	Osage	County,	Barbara	uses	verbal	digs	and	personal	attacks	(admittedly	in	a	raised	voice).	I	wanted	to	use	Barbara's	anger	to	give	voice	to	the	un-Christian	thoughts	and	resentments	she	harbors,	despite	her	religiosity.				
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6.	WOMEN,	ATTACHMENT,	AND	FAMILY	IN	THE	COLLECTION	6.1	MOTHER	AND	DAUGHTER:	ATTACHMENT	THEORY	AND	PATRIARCHY	For	we	think	back	through	our	mothers	if	we	are	women.		
—Virginia	Woolf,	A	Room	of	One's	Own	
	In	her	infancy,	Barbara	only	appears	in	the	novel	through	the	letters,	and	therefore	perspective,	of	her	mother—Barbara’s	primary	attachment	figure	at	that	point	(J.	Holmes	69).	While	the	plot	of	the	novel	hinges	on	Barbara’s	relationship	with	and	the	death	of	her	father,	the	development	of	that	relationship	over	time	as	a	product	of	Barbara's	relationships	with	her	mother	and	younger	brother	David	are	directly	pertinent.	Her	father’s	absence	during	much	of	her	infancy	further	strengthens	her	initial	maternal	attachment,	and	Elizabeth’s	life	almost	exclusively	revolves	around	her	infant	daughter.		This	bond	is	initially	reciprocal	and	secure,	but	Barbara	reverts	to	an	anxious/insecure	attachment	when	Elizabeth	gives	birth	to	Barbara’s	younger	brother	and	shifts	her	attention	to	her	newborn	son.		Although	young	Barbara	is	aware	of	this	shift	in	affection	and	attachment	to	an	extent,	because	she	is	a	child,	she	is	unable	to	process	the	full	ramifications	of	her	mother’s	attachment	shift	to	a	new	sibling	and	continues	to	see	her	mother	as	her	primary	attachment	figure.	In	response	to	the	change,	Barbara	exhibits	the	attention-seeking	behavior	chronicled	in	Elizabeth's	letters:	following	Elizabeth	around	the	house,	throwing	tantrums,	and	mimicking	her	mother.	Because	Tony	is	physically	absent,	toddler	Barbara	cannot	transfer	her	primary	attachment	to	him;	had	he	been	present,	Bowlby's	theory	indicates	that	Barbara	would	have	replaced	her	mother—her	preferred	primary	attachment—with	her	father,	although	it	served	my	purposes	as	the	writer	not	to	facilitate	this	shift	(J.	Bowlby	69).	I	intentionally	designed	a	context	within	which	
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the	Chase	family	is	uniquely	isolated,	lacking	engagement	with	either	set	of	grandparents,	Barbara	is	left	with	a	short	attachment	hierarchy	consisting	only	of	her	parents;	Tony's	absence	negates	him,	so	Elizabeth	is	the	only	other	option	for	Barbara.	I	intentionally	crafted	this	isolation	to	set	up	Elizabeth's	eventual	emotional	overload	and	intensify	the	negative	effects	of	her	mental	breakdown	on	Barbara.		Elizabeth's	earlier	letters	highlight	how	she	doted	on	her	daughter;	this	is	evident	in	small	details	such	as	referring	to	Barbara	as	'Barbara	Marie,'	as	well	as	grander	gestures	like	curling	her	daughter's	hair	every	night	so	that	young	Barbara	had	curls	like	Shirley	Temple	(an	act	that	also	imbues	Elizabeth	with	a	certain	limited	control	and	power	that	is	otherwise	unavailable	to	her).	I	chose	the	late	1950s	era	in	part	because	of	its	restrictive	gender	roles:	with	little	opportunity	for	activity	or	adult	interaction	outside	of	church,	Elizabeth	fashions	Barbara	into	the	center	of	her	daily	microcosm.	Elizabeth's	letters	also	hint	at	the	debilitating	migraines	and	depression	that	render	her	unable	to	give	her	full	attention	to	Barbara,	resulting	in	Barbara's	shift	to	an	anxious	attachment	style,	wherein	she	cries	and	screams	whenever	Elizabeth	leaves	her	(although	Elizabeth	attributes	Barbara's	crying	to	external	factors,	such	as	teething)	(The	Collection	3).	Elizabeth	narrates	some	of	her	physical	and	mental	struggle	in	her	letters	to	Tony,	but	she	attempts	to	trivialize	both	the	magnitude	of	her	health	problems	and	the	impact	motherhood	has	on	her	in	an	attempt	to	convince	Tony	that	she	is	the	model	housewife.	In	actuality,	Elizabeth's	condition	was	serious:	she	suffered	from	post-partum	depression,	developed	mental	health	concerns	as	the	result	of	her	isolation	from	others,	and	ultimately	exhibited	a	borderline	personality	(BPD).	In	imagining	
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Elizabeth's	life,	as	well	as	the	expectations	she'd	have	felt	pressured	to	meet,	it	was	clear	to	me	that	she	was	never	mentally	or	emotionally	equipped	to	meet	the	demands	of	the	single	motherhood	in	which	I'd	placed	her.	Barbara's	anxious	attachment	to	her	mother	is	exacerbated	after	David	is	born,	while	Elizabeth	is	simultaneously	struggling	with	severe	post-partum	depression	and	pouring	all	her	remaining	energy	and	emotion	into	her	newborn.	I	subtly	marked	this	shift	on	Elizabeth's	side	through	her	letters:	she	begins	to	refer	to	Barbara	only	as	'Barbara'	rather	than	'Barbara	Marie,'	she	focuses	more	time	in	each	letter	on	David	than	on	her	firstborn,	and	when	she	does	write	of	Barbara,	Elizabeth	tends	to	write	mostly	of	her	frustrations	with	her	toddler	daughter.	Elizabeth's	lack	of	confidence	in	herself	and	resignation	to	her	role	as	housewife	and	mother	are	clear	in	her	letters,	and	I	highlighted	both	through	her	short	fascination	with	becoming	an	Avon	lady	(The	Collection	4).	Lawson	characterizes	Elizabeth's	Waif	Mother	borderline	personality	type	by	her	helplessness,	fragility	and	resignation.	She	"does	not	see	herself	as	competent	regardless	of	her	level	of	education,	intelligence,	or	employment"	(Lawson	63).	Tony's	implied	response	to	Elizabeth	indicates	not	only	his	control	over	her,	as	he	forbids	her	to	continue	to	save	money	to	purchase	her	sales	kit	and	berates	her	for	considering	that	she	might	be	capable	of	selling	Avon	products	(The	Collection	11-12).	A	similar	indication	of	Elizabeth's	Waif	personality	is	seen	through	Barbara's	adult	eyes	early	in	The	Collection:		…Barbara	always	treated	her	mother	as	something	of	an	imbecile.	Conveniently,	Elizabeth	usually	acted	the	part.	Tonight	was	not	an	exception.	
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Elizabeth	had	probably	never	been	a	very	bright	woman,	had	little	education,	and	didn’t	seem	to	be	bothered	by	either	of	those	facts.	Barbara	had	held	her	mother	in	something	approaching	contempt	since	she'd	graduated	from	teaching	school	and	moved	out	on	her	own.	She'd	stopped	encouraging	Elizabeth	to	take	bookkeeping,	or	computer,	or	office	management	courses	at	the	community	college	years	ago.	For	the	last	decade,	Elizabeth	had	seemed	content	to	volunteer	here	and	there,	and	otherwise	to	stay	at	home,	crocheting	or	knitting	to	the	background	noise	of	the	Cooking	channel.	(17)		I	designed	Elizabeth's	trauma,	low	self-confidence	and	Waif	borderline	personality,	combined	with	Tony's	controlling	nature	and	the	strict	gender	roles	of	the	1950's,	to	make	her	especially	susceptible	to	patriarchal	norms.	Additionally,	throughout	
The	Collection,	Elizabeth	not	only	systematically	self-silences,	but	she	also	exhibits	what	psychology	calls	"preemptive	self-condemnation"	in	an	attempt	to	forestall	Tony's	negative	reaction	if	she	expresses	anything	hinting	of	anger	(Jack	142).	In	other	words,	she	has	developed	the	recognizable	habit	of	criticizing	or	punishing	herself	for	anger	expression	before	Tony	has	the	chance	to	react	to	it	(Jack	142).	It	was	important	to	me	that	Elizabeth	appear	always	to	tread	carefully,	fearful	of	upsetting	her	husband;	like	many	Waif	mothers,	she	"learned	that	submissive	behavior	was	the	most	adaptive	response	to	an	oppressive	environment"	(Lawson	60).	The	problem	this	enabled	me	to	set	up	is	young	Elizabeth's	subsequent	enforcement	of	this	sexist	gender	role	education	on	her	children,	passing	her	own	limited	worldview	and	possibilities	on	to	Barbara.	
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Waifs	are	also	highly	romantic,	seeking	love	and	attention	from	their	partners—	as	Elizabeth	seeks	to	please	Tony	despite	his	continued	rebuke	and	mistreatment	of	her	(Lawson	60);	the	recognizable	trope	of	an	abused	woman	who	stays	with	her	husband	not	only	makes	more	sense	in	this	context,	but	I	believe	Elizabeth's	BPD	draws	more	attention	to	the	complex	reasons	why	she	(or	any	woman)	stays—a	defense	that	I	needed	to	make	sympathetic	if	I	was	to	give	Barbara	and	Elizabeth	an	opportunity	for	reconciliation.	Elizabeth's	approval-seeking	behavior	also	underscores	the	breadwinner-housewife	gender	role	model	of	the	1950s,	effectively	illustrating	to	young	Barbara	(and	David)	that	this	was	the	ideal	family	model.	Hypermasculine	Tony,	as	I	had	written	him,	only	grows	more	impatient	with	his	needy	wife,	only	treats	Elizabeth	with	further	disparagement.	Again,	assigning	Waif	BPD	traits	to	Elizabeth	lent	believability	to	her	response	to	Tony's	apathy	or	rejection:	"When	Waifs	find	themselves	abandoned	or	rejected,	it	often	triggers	"rage	or	depression"	(Lawson	59).	In	The	Collection,	Elizabeth's	on-going	struggle	with	depression	can	be	traced	back	not	only	to	Tony's	abandonment	of	her,	but	also	to	her	minimal	social	interactions,	suppressed	anger,	guilt	over	her	miscarriage,	and	untreated	post-partum	depression.	I	used	the	familiar	context	of	the	1950s	to	construct	this	claustrophobic	life	for	Elizabeth	in	the	novel,	and	found	in	my	research	that	psychologists	connect	the	relative	isolation	of	mothers	of	young	children	with	a	greater	likelihood	to	suffer	from	psychological	issues	(Miller	et	al	566;	see	also	Droppelman	and	Wilt	215).	Through	her	letters,	we	see	Elizabeth	vacillate	between	isolation	and	hyper-socialization,	seeking	to	spend	time	at	church,	with	friends,	or	even	at	the	park	with	her	children,	but	otherwise	constrained	by	
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her	solitary	role	as	a	mother.	This	also	fits	the	profile	of	a	Waif,	who	may	feel	so	undeserving	that	she	self-isolates	into	her	depression	and	withdrawal	(Lawson	59).		The	Waif's	helplessness	tends	to	trigger	"caretaking	behavior"	(61)—in	Elizabeth's	case,	I	introduced	her	second	husband,	Jonah,	as	the	white	knight	to	rescue	her	and	indulge	her	helplessness.	However,	this	helplessness	can	have	quite	the	opposite	effect	on	the	Waif's	children,	as	they	will	find	her	inability	to	care	for	herself	frustrating	or	even	suffocating	(61);	Barbara	exhibits	this	impatience	with	Elizabeth,	while	David	becomes	a	secondary	caretaker	for	her.	Once	again,	Elizabeth's	reliance	on	a	man	to	'save'	and	care	for	her	is	impressed	upon	her	children,	perpetuating	the	gender	inequality	inherent	in	the	'damsel	in	distress'	narrative.	Additionally,	as	in	Elizabeth's	case,	the	Waif's	tendency	to	tolerate	abuse	can	have	significant	repercussions	on	her	children.	Although	I	was	not	drawing	on	research	at	the	time,	I	demonstrated	the	variations	in	Elizabeth's	effect	on	her	children	by	crafting	David,	like	Jonah,	to	become	over-protective	of	Elizabeth.	While	Barbara's	story	ends	on	a	note	of	hope,	David's	mimicry	of	Tony's	hoarding	and	exhibition	of	characteristics	of	the	Hermit	borderline	personality	type	indicate	an	unhealthy	long-term	outcome	(Lawson	62).	I	resigned	David	to	this	fate	to	reflect	a	darker	social	truth:	childhood	trauma	is	inescapable	for	many	people.	As	Barbara	resents	her	mother	for	not	protecting	David	and	herself	from	Tony	as	children;	my	decision	to	write	Barbara	as	a	teacher	also	inadvertently	fit	the	model	that	some	children	of	Waif	mothers	will	go	into	"helping	professions"	(Lawson	63).	I	used	Elizabeth's	and	Barbara's	interactions	in	The	Collection	to	show	that	while	Elizabeth's	BPD	is	clearly	less	damaging	on	Barbara	as	an	adult,	the	long-term	damage	is	rooted	in	Barbara's	childhood	anxious	attachment	style,	including	her	
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adult	religiosity	and	avoidant	attachment	style.	Within	the	context	of	Elizabeth	as	a	Waif	mother,	even	her	attempts	to	share	her	story	openly	with	Barbara	throughout	the	novel,	pass	on	keepsakes	at	its	close,	and	resign	herself	to	her	death	by	cancer	are	damaging;	Barbara	allows	herself	to	care	again	for	her	mother,	despite	years	of	distancing	herself,	and	therefore	leaves	herself	open	once	again	to	the	negative	affects	of	the	Waif.		Despite	the	anxious	attachment	style17	Elizabeth	unwittingly	fosters	in	Barbara,	her	daughter	continues	to	attempt	to	regain	her	affections,	as	some	children	of	Waif	Mothers	do	(Lawson	xv,	69).	Tony,	both	physically	absent	and	emotionally	volatile,	does	not	arise	as	an	immediate	potential	substitute	in	whom	Barbara	could	find	a	secure	attachment.	Incidentally,	when	Tony	does	make	the	odd	appearance	at	home,	I	used	Elizabeth's	letters	to	reveal	that	Barbara	looks	and	asks	for	him	after	he	leaves,	implying	that	Barbara	seeks	attachment	to	Tony	when	he	is	present	as	an	alternative	to	the	unreliable	Elizabeth	(The	Collection	21).	I	used	Tony’s	absence	and	apathy	toward	his	daughter	ultimately	to	reinforce	Barbara's	attachment	to	her	mother.	Over	time,	Elizabeth's	on-going	struggle	with	mental	health	and	depression,	coupled	with	her	focus	on	David,	fosters	Barbara's	avoidant	attachment	style	with	her	mother.	I	wrote	the	incident	in	which	Barbara	breaks	her	arm	and	is	buried	under	the	desks	Tony	purchased—an	incident	Barbara	sees	as	manifest	evidence	of	Elizabeth’s	continued	inability	to	stand	up	to	Tony	and	his	obsessive	compulsive	hoarding—to	provoke	a	crisis	that	would	understandably	sever	Barbara's	attachment	to	her	father.	Simultaneously,	Barbara	blames	her	mother	for	the	accident	and	resents	her	for	leaving	Tony,	further	feeding	her																																																									17	Holmes;	see	also	Kirkpatrick	and	Shaver.	
		 370	
avoidant	attachment	to	Elizabeth.	In	order	to	set	up	Barbara's	distrust	of	and	distance	from	both	parents,	I	did	not	offer	another	possible	figure,	resulting	in	her	avoidant	attachment	and	engagement	styles	with	both	parents.	Although	both	of	Barbara's	biological	parents	are	alive	during	her	childhood,	she	undergoes	a	complex	form	of	loss	as	a	result	of	her	physical	separation	from	Tony	and	emotional	distancing	from	Elizabeth.	I	later	found	that	Bowlby	draws	an	obvious	connection	between	separation,	or	loss,	and	anger:	"…if	the	mother	is	absent,	or	is	herself	liable	to	retaliate	rather	than	to	accept	her	child's	anger,	the	growing	child	may	be	left	harbouring	phantasies	of	revenge	and	hatred	which	then	becomes	manifest	in	delinquent	behavior"	(J.	Holmes	87).	After	Elizabeth's	remarriage	to	Jonah	when	Barbara	is	an	adolescent	(outside	of	the	novel's	timeline),	Barbara	extends	her	anger,	avoidant	attachment	and	engagement	style	toward	her	stepfather,	seeing	him	as	an	extension	of	her	mother,	rather	than	a	potential	attachment	figure.		In	a	recognizable	teenage	rebellion,	Barbara	seeks	out	a	new	primary	attachment	outside	of	her	family.	As	predicted	by	Bowlby,	Barbara	acts	out	as	a	result	of	her	anger	at	both	Tony	and	Elizabeth—and	by	extension,	Jonah.	Although	the	narrative	does	not	explicitly	detail	her	rebellion,	the	subtext	supports	the	image	of	a	Barbara	who,	after	the	physical	and	emotional	trauma	of	breaking	her	arm	as	a	ten-year-old,	separates	from	Elizabeth	and	her	vague	reliance	on	religion	to	seek	attachment	and	fulfillment	from	other	people—men,	in	particular.	In	lieu	of	a	bond	with	her	mother	or	a	surrogate	attachment	with	religion,	hints	throughout	the	novel	reveal	that	adolescent	Barbara	forms	a	romantic	bond	that	results	in	her	pregnancy	with	her	son	Nat.		This,	too,	fits	the	pattern	of	a	child	of	a	Waif	Mother.	It	is	only	in	Barbara's	mid-twenties,	after	she	has	married	Rick	and	given	birth	to	their	daughter	
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Deirdre,	that	Barbara	turns	to	the	surrogate	attachment	of	personal	religion,	vis-à-vis	Kirkpatrick	and	Shaver.		While	I	did	not	write	Barbara	to	follow	exactly	in	Elizabeth's	Waif	BPD	profile,	partly	as	a	result	of	her	religious	insulation	and	largely	because	it	didn't	support	the	story	I	wanted	to	tell,	other	fiction	explores	the	dark	possibilities	that	occur	when	a	mother's	mental	illness	is	passed	on	to	her	daughter.	In	contrast	to	
The	Blazing	World	or	Olive	Kitteridge,	Anne	Whitney	Pierce's	novel	Rain	Line	features	a	powerful	example	of	a	Waif	mother	in	Lydia,	the	protagonist's—Leo's—mother.	Although	the	overarching	plot	is	about	Leo's	struggle	to	regain	her	footing	after	she	survives	a	car	accident	in	which	her	boyfriend	Danny	drowns,	Leo	moves	back	into	her	parents'	house	while	she	tries	to	find	normalcy,	placing	her	in	constant	contact	with	Lydia.	Pierce	exemplifies	the	relationship	between	Leo	and	her	mother	through	their	mutual	refusal	to	call	each	other	by	the	correct	name.	Throughout	the	novel,	Lydia	insists	on	calling	Leo	'Claire,'	while	Leo	addresses	her	mother	as	'Lydia,'	rather	than	'mom.'	Pierce	makes	it	clear	that	Leo	is	primarily	attached	to	her	father	as	a	result	of	her	Waif	mother;	although	Lydia	was	once	a	talented	opera	singer,	she	suffered	a	breakdown	and	withdrew	from	the	world.	Her	lack	of	involvement	with	her	daughter	leads	to	Leo's	resentment	and	anger	toward	Lydia:	"This	was	the	revenge	I'd	chosen,	I	suppose—denying	her	maternal	address"	(18).	While	Lydia	hid	herself	away,	a	radio's	chatter	her	constant	companion,	young	Leo	was	left	to	fend	for	herself;	she	built	a	fantasy	world	around	her,	fed	by	her	father's	constant	inventions.	This	is	an	important	distinction	in	storyline,	as	Harry,	Olive,	and	Barbara	(as	well	as	Rebecca)	could	not	rely	on	their	fathers.	Leo's	relationship	with	her	father	provides	insight	into	what	Barbara	could	have	become	
		 372	
had	I	not	included	Tony's	mental	illness,	as	well	as	deeply	rooted	anger	and	patriarchal	ideas.	Despite	Leo's	fantasies,	Pierce	makes	it	clear	that	young	Leo	was	aware	of	the	precarious	nature	of	her	family:		I	kept	my	family	secrets	from	the	world,	about	how	I	washed	my	underwear	in	the	sink	with	bubble	bath	and	drank	black	coffee	with	heaps	of	sugar,	how	I	kept	my	father	company	in	the	nether	hours	making	magic	potions	in	the	bathroom	while	other	children	slept,	how	I	wandered	the	house	in	my	mother's	old	opera	costumes,	looking	for	secrets	and	stones	unturned…how	my	mother	was	a	phantom	of	the	opera	and	my	father	a	wizard	by	night.	I	kept	those	secrets	because	I	was	afraid	someone	would	find	them	out	and	take	me	away.	It	didn't	matter	how	happy	we	were,	or	who	was	to	blame.	Either	way,	I'd	be	the	one	who'd	have	to	go.	(50)			Leo's	fear	of	abandonment	mirrors	Lydia's—and	Olive's,	Harry's,	and	Elizabeth's—and	as	Leo	descends	into	depression	and	clouded	uncertainty	following	Danny's	death,	she	becomes	more	like	her	Waif	mother.	When	Leo	discovers	she	is	pregnant,	she	does	not	seek	anyone's	help	while	she	decides	whether	to	keep	Danny's	baby;	even	when	Leo	finds	a	supportive	romantic	partner	in	Kilroy,	she	struggles	to	accept	that	he	wants	to	be	with	her,	baby	on	the	way	and	all.	"The	paradox	of	the	Waif	is	that	by	accepting	help	she	loses	control.	The	Waif	is	a	help-rejecting	victim	and	helplessness	is	a	defense	against	closeness	and	loss"	(Lawson	58).	The	novel	ends	with	Leo's	acceptance:	of	her	baby	daughter,	that	Danny	killed	himself	the	night	of	the	accident,	of	Kilroy's	love,	of	her	mother's	effervescence,	of	her	father's	unfulfilled	dreams,	and	that	she	can	be	for	her	daughter	what	Lydia	could	not	be	for	
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her.	Rather	than	accept	her	slide	into	becoming	another	Waif-like	Lydia,	Pierce	allows	Leo	to	find	the	strength	to	change	in	her	own	daughter,	thus	ending	the	avoidant	attachment	and	Waif	BPD	cycle.		The	distinct	contrast	between	Leo	and	Barbara	lies	in	their	fathers.	Pierce	portrays	Leo's	father	as	affectionate,	caring,	and	present—although	unrealistic	and	ungrounded.	I	depict	Tony	as	volatile,	inaccessible	and	ultimately	unreliable	as	a	result	of	the	obsessive-compulsive	hoarding	that	consumes	him,	likewise	separating	him	from	Harry's	academic,	aloof	father	and	from	Olive's	deceased	father.	It	is	similarly	important	to	note	Leo's	awareness	that	her	family's	home	would	be	damning	if	seen	by	outsiders;	readers	can	extrapolate	from	the	subtext	of	Elizabeth's	letters,	the	incident	of	the	falling	desks,	and	the	contents	of	Tony's	storage	units	that	the	Chase	home	was	overflowing	with	his	hoarded	belongings	and	therefore	socially	unacceptable.	Likely	embarrassed	by	the	state	of	her	home	as	a	result	of	Tony's	hoarding,	the	child	Barbara	would	have	similarly	avoided	inviting	people	into	the	family's	house	(Grisham	and	Norberg	236).		While	I	characterized	Barbara's	relationship	with	Elizabeth	in	adulthood	as	contemptuous	and	resentful,	rather	than	demonstrably	angry,	Barbara	does	seek	independence	and	separation	from	Elizabeth,	as	well	as	attachment	and	affection	from	a	man.	Like	Leo,	Barbara	makes	the	conscious	choice	to	be	different	from	Elizabeth—as	I've	implied	Deirdre	strives	to	be	different	from	Barbara.	As	David	accuses	Barbara	in	The	Collection,	she	married	Rick	at	the	first	chance	she	had,	moving	across	the	country	to	North	Carolina	with	him.	I	used	the	geographical	distance	Barbara	inserts	between	herself	and	her	parents	to	illustrate	her	anger	and	resentment	at	both,	but	also	to	indicate	her	attempts	to	protect	herself—as	well	as	
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Nat,	their	grandson.	Although	I	didn't	detail	it	within	the	novel,	Barbara	predictably	comes	to	find	that	Rick	does	not	provide	the	secure	attachment	she	is	seeking,	so	she	turns	to	religion	in	what	would	be	typified	as	a	"sudden	religious	conversion"	(Granqvist	and	Hagekull	266-267).	
6.2	RELIGION	AS	ATTACHMENT	And	the	Bible	told	me	that	even	if	nobody	loved	me	on	earth,	there	was	God	in	heaven	who	loved	me	like	I	was	the	only	one	who	had	ever	mattered.	—Jeanette	Winterson,	Why	Be	Happy	When	You	Can	Be	Normal?	
	We	went	to	church	to	socialize,	to	stay	sane,	no	matter	how	much	we	lied	to	ourselves	about	being	good	Christians.	We	were	stuck	at	home	with	babies	and	housework	all	day—it	was	the	only	time	we	saw	other	women.	God	didn't	have	much	to	do	with	us	and	we	didn't	much	have	time	for	Him.		—The	Collection	
	While	I	included	Elizabeth's	regular	church	attendance	in	her	letters,	her	religious	experience	is	the	type	described	by	psychologists	as	"socialization-based,"	or	the	result	of	her	own	parents'	religious	beliefs	(Granqvist	and	Hagekull	254-255).	In	
The	Collection,	she	also	admits	to	Barbara	that	her	primary	purpose	for	church	attendance	was	an	attempt	to	socialize	and	mitigate	her	isolation	as	the	mother	of	a	young	child(ren)	(The	Collection;	Miller	et	al	566).	Likewise,	I	included	no	evidence	in	The	Collection	to	support	an	image	of	Tony	as	a	religious	man.	As	a	child,	Barbara	would	have	associated	religion	and	church	with	her	mother.	Barbara's	tenuous	childhood	relationship	with	Elizabeth,	degrading	into	avoidance,	would	likely	have	deterred	her	from	accepting	her	mother's	religion	as	an	adolescent.	To	the	contrary,	rather	than	become	nominally	religious	as	a	result	of	her	mother's	socialization,	I	chose	to	write	adolescent	Barbara	as	rebelling,	seeking	attachment	and	attention	
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outside	the	family	or	church.	Multiple	studies	support	a	link	between	adults'	perceptions	of	their	parents	and	God—especially	as	related	to	their	mothers,	who	would	typically	have	been	their	childhood	primary	attachment	(Kirkpatrick	and	Shaver	320).	I	also	used	Rick's	apparent	apathy	toward	religion—as	evidenced	through	Barbara's	thoughts	in	the	novel—to	support	the	image	of	Barbara	as	not	yet	religious	when	they	married.	At	some	point	after	her	marriage	to	Rick,	however,	I	envisioned	Barbara	as	undergoing	a	sudden	religious	conversion	in	order	to	set	up	conflict	with	her	husband	and	children,	and	to	create	tension	through	Barbara's	religious	morals	and	ideals.	Incidentally,	this	type	of	conversion,	along	with	the	intense	level	of	Barbara's	commitment	to	her	faith,	is	consistent	with	her	avoidant	attachments	to	her	parents	(Granqvist	and	Hagekull	254,	266-267).	Similarly,	the	post-marital	timing	of	her	conversion	could	suggest	that	Rick	did	not	pose	an	adequate	primary	adult	attachment	for	Barbara,	so	she	turned	to	religion	to	compensate	(Granqvist	and	Hagekull	256-257;	See	also	Kirkpatrick	and	Shaver	320);	I	also	used	Barbara's	religious	belief	to	convey	her	disappointment	in	Rick	through	her	judgments	of	and	frustrations	with	him,	playing	on	the	Biblical	advisement	that	believers	and	nonbelievers	should	not	be	"unequally	yoked"	(2	Corinthians	6:14).	Barbara's	substitution	of	the	Christian	God	as	her	attachment	figure	has	deep	ramifications	for	all	of	her	human	relationships	and	interactions—consequences	that	inspired	some	of	the	core	aspects	of	the	novel.	In	the	few	interactions	Barbara	shares	with	her	husband	Rick	in	The	Collection,	she	treats	and	views	him	with	frustration,	distaste,	condescension,	disappointment,	and	even	regret.	Barbara	is	similar	in	this	respect	to	Olive	in	Olive	Kitteridge,	although	Olive	is	consistently	
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more	aggressive	in	her	anger,	criticism,	and	occasional	contempt	for	Henry;	likewise,	Strout	reverses	the	spousal	religiosity,	as	Henry	is	religious	and	Olive	an	atheist.	I	wrote	Barbara's	treatment	of	Rick	to	be	distinctly	passive,	illustrating	the	socially-acceptable	feminine	expressions	of	anger:	she	rolls	her	eyes,	slams	cabinets,	and	thinks	to	herself	privately	of	his	shortcomings,	but	she	rarely	verbalizes	them.	Like	Olive,	Barbara	is	also	not	always	annoyed	with	her	husband:	as	the	plot	unfolds	and	Barbara	finds	herself	in	a	deeper	mess	than	she	anticipated,	she	turns	to	Rick	for	support	when	her	religious	attachment	is	incapable	of	providing	the	tangible	help	she	comes	to	need	(The	Collection	180-183);	outside	of	theory,	this	also	allowed	me	to	explore	the	limited	practicality	of	Barbara's	reliance	on	religion.	As	an	adult,	another	potential	cause	and	result	of	her	primary	attachment	to	God	is	Barbara's	avoidant	engagement	style	with	her	daughter,	mother,	stepfather	and	brother.	This	is	typified	by	Barbara's	clear	reluctance	to	communicate	with	her	daughter	each	time	Deirdre	appears	in	the	novel.	Similarly,	I	envisioned	Deirdre's	avoidant	engagement	style	with	Barbara	as	the	result	both	of	Barbara's	clear	preference	for	Nat,	Barbara's	religiosity—which	Deirdre	does	not	share,	and	Barbara's	Queen-like	BPD	traits.	I	intentionally	emphasized	the	striking	parallelisms	between	mother-daughter	relationships	in	both	generations—Elizabeth-Barbara	and	Barbara-Deirdre—through	both	mothers'	preference	for	their	sons.	Unlike	Barbara,	however,	I	wanted	Deirdre	to	have	had	a	comfortable	relationship	with	her	father,	a	secure	attachment,	which	is	visible	in	her	secure	engagement	style	with	Rick.	Deirdre's	secure	attachment	to	Rick,	coupled	with	what	appears	to	be	a	secure	adult	romantic	attachment	to	her	boyfriend,	also	predicts	Deirdre's	lack	of	religiosity—a	distinction	I	believe	is	important.	Although	Deirdre	is	
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a	minor	character	in	the	novel,	like	Jonas,	Rick	and	Nat,	I	exploited	Barbara's	relationship	with	her	daughter	to	give	the	reader	insight	into	Barbara	as	a	mother,	as	well	as	how	Barbara's	experiences	and	religious	belief	have	influenced	her	relationships	with	her	immediate	family.	Beyond	The	Collection,	The	Blazing	World,	and	Olive	Kitteridge,	author	and	literary	critic	Terry	Castle	writes	of	the	potential	negative	impact	of	family	and	kinship	bonds	on	a	character's	(or	person's)	life	in	her	essay	entitled	"To	the	Friends	Who	Did	Not	Save	My	Life18."	She	defines	the	theme	as	"the	ironic	perversion	of	kinship,"	and	it	is	applicable	and	relevant	in	contemporary	fiction—which	is	exactly	Castle's	point:	"The	inexplicable	transformation	of	once-cherished	bonds	of	flesh	and	spirit	into	hatred,	spite,	brutality,	even	outright	murderousness"	is	present	both	in	eighteenth	century	and	modern	literature	(Castle	112).	Although	the	"perversion"	can	be	reframed	through	psychology	to	be	less	inexplicable—as	in	the	case	of	Barbara's	refusal	to	maintain	a	relationship	with	Tony—the	concept	remains	sound.	In	fact,	Castle	points	specifically	to	the	individualism	of	Western	life	today	as	the	cause	of	the	ongoing	perversion:	as	people	move	farther	away	from	their	blood	family,	they	substitute	friends	to	provide	the	type	of	relationships	family	would	once	have	offered.	"With	the	fragmentation	of	age-old	'face-to-face'	communities,	increasing	personal	mobility,	and	the	explosive	growth	of	towns	and	cities—those	dank,	roiling	concatenations	of	total	strangers—traditional	family	networks	are	shaken,	deformed,	or	broken	up	altogether…The	human	world	becomes	more	sinister	and	more	bewildering"	(116).	Like	Barbara,	moving	across	
																																																								18	Castle's	tongue-in-cheek	title	of	this	essay	is	a	reference	to	Hervé	Guilbert's	To	the	
Friend	Who	Did	Not	Save	My	Life.	
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the	country	from	her	parents	and	sibling,	the	modern	insistence	on	individualism	is	"…a	potential	labyrinth	of	lost,	isolated,	'friendless'	souls"	(Castle	117).	While	Intergenerational	Family	Systems	Theory	supports	adult	children's	eventual	individuation	or	"ability	to	function	in	intimate	relationships	without	being	controlled	or	accepting	an	inordinate	amount	of	responsibility	for	others,"	Barbara's	complete	avoidance	of	her	family	of	origin	surpasses	the	healthy	concept	of	individuation	(Ng	and	Smith	432).	In	the	novel,	I	show	this	through	Barbara's	marriage	to	Rick,	which	intentionally	and	effectively	severs	her	familial	ties	when	they	move	from	California	to	North	Carolina,	but	her	adult	attachment	to	her	husband	doesn't	provide	her	with	the	support	she	needs	from	her	new	family.	Instead	of	seeking	"friends…to	compensate	for	one's	absent	or	hostile	kinfolk"	(Castle	119),	I	position	Barbara	to	find	an	alternative	in	religion	and	the	Christian	God.	I	also	wanted	to	demonstrate	the	irony	that	Barbara's	children	also	move	away	from	their	parents	and	establish	new	lives,	friendships	and	attachments—but	unlike	their	mother,	they	do	so	with	people,	not	a	spiritual	substitute	or	God	figure.	In	the	novel,	Deirdre	provides	an	example	of	healthy	individuation,	as	she	doesn't	allow	Barbara	to	intimidate	or	control	her	in	their	interactions.	Although	Barbara's	disapproval	of	Deirdre,	her	boyfriend,	and	her	lifestyle	is	clear,	their	interactions	over	the	course	of	the	plot	of	The	Collection	indicate	that	Deirdre	has	successfully	established	her	autonomy,	or	"personal	authority	in	the	family	system"	(PAFS)19,	
																																																								19	PAFS	is	a	stage	in	the	family	developmental	cycle	defined	by	"renegotiation	and	the	terminations	of	the	hierarchical	power	boundary	between	the	young	adult	and	parents	that	had	been	previously	maintained	by	intergenerational	intimidation,"	as	developed	by	Williamson	in	The	Intimacy	Paradox	(Ng	and	Smith	432;	See	also	Williamson	7).	
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and	is	therefore	likely	to	suffer	minimal	future	conflict	with	Barbara	moving	forward	(Williamson	6-10;	See	also	Ng	and	Smith	432).	I	wrote	Barbara's	preoccupation	with	attending	church	services	to	be	a	symptom	of	her	religiosity,	like	her	judgment	of	others.	When	Elizabeth	admits	to	Barbara	that	she	and	many	of	her	peers	in	the	late	1950s	largely	attended	church	for	the	socialization,	Barbara	is	horrified.	For	Barbara,	services	are	a	time	for	reflection	and	communication	with	God,	whom	she	considers	to	be	her	heavenly	father	(Granqvist	et	al	"Religion"	51).	Her	reaction	to	Elizabeth's	admission	makes	sense	in	the	context	of	the	Christian	God	as	Barbara's	substitute	father	attachment:	insulting	or	demeaning	a	human	father	with	whom	she	had	an	attachment	would	be	bad,	but	the	insinuation	that	God	was	not	important	to	Elizabeth	is	close	to	heretical	in	Barbara's	mind.	Her	defense	of	God	contrasts	sharply	with	her	apathy	toward	Tony,	indicative	of	her	severed	relationship	with	Tony,	as	well	as	the	importance	she	places	on	her	relationship	with	God	as	a	substitute	attachment.		 	
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7.	CONCLUSION	Above	all,	the	dream	of	taking	control	of	one's	life	without	the	intrusion	of	a	mother's	patriarchal	wishes	for	her	daughter,	without	the	danger	of	injuring	the	much	loved	and	pitied	mother.		—Carolyn	G.	Heilbrun,	Writing	a	Woman's	Life	 		Within	fiction,	women	can	write	worlds	in	which	they	"speak	as	women	from	their	own	experience,"	as	Heilbrun	calls	for	us	to	do	(Reinventing	99).	These	experiences	include	trauma,	secrets,	family	legacies,	and	anger.	I	chose	to	write	The	Collection	in	a	world	recognizable	as	our	own	in	order	to	explore	uncomfortable	social	truths.	Women	are	still	disallowed	by	society	to	express	our	anger,	yet	society	simultaneously	feeds	our	anger	with	its	unequal	treatment	of	our	gender;	The	
Collection	offered	an	outlet	for	me	as	a	woman	author	both	to	express	my	fictional	women's	anger	and	to	explore	the	consequences	of	women	characters'	expression	of	anger.	Through	my	novel,	I	explored	the	potential	consequences	on	a	woman	who	is	the	product	of	her	parents	who	exist	within	a	recognizable	patriarchal	society.	Ultimately,	I	do	not	believe	that	my	novel	falls	into	the	category	of	novels	and	women	writers	so	criticized	by	Heilbrun	for	stopping	at	the	anger	and	pain	of	their	female	subjects.	Rather,	The	Collection	moves	beyond	the	suffering	of	the	female	characters	to	offer	hope	for	growth	and	change.		 I	intended	to	write	a	novel	about	a	religious	woman	shaped	by	her	terrible	childhood	and	parents,	but	The	Collection	ultimately	outgrew	my	original	goals.	The	
Collection	is	a	snapshot	of	a	fictional,	but	complex,	woman's	life—and	yet	she	stands	up	to	psychological	scrutiny.	It	was	essential	to	me	throughout	the	creative	writing	and	research	process	that	readers	identify	Barbara	as	recognizable,	someone	who	could	exist,	perhaps	even	similar	to	a	real-life	acquaintance.	I	committed	to	
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Barbara's	character	early	in	the	drafting	process	and	frequently	found	the	socio-psychological	theories	I	encountered	in	my	research	to	be	validation	of	the	character	I	had	written.	The	relationship	between	my	novel	and	my	research	is	tangled,	each	informing	the	other	and	developing	in	context	of	each	other.	Perhaps	the	greatest	challenge	I	faced	during	my	research	was	my	own	greed	for	knowledge;	each	theory,	book	or	article	I	encountered	offered	multiple	other	tantalizing	resources	and	I	struggled	not	to	get	lost	in	the	exponential	possibilities	available.	There	are	dozens	of	other	socio-psychological	theories	I	could	have	chosen	to	structure	my	discussion	of	The	Collection,	and	a	swath	of	feminist	theorists	and	writers	against	whose	ideas	I	could	have	compared	it.	For	example,	I	could	have	solely	explored	Elizabeth's	involuntary	sterilization	as	a	literal	and	symbolic	representation	of	the	dominance	exerted	over	her	by	Tony	and	the	patriarchal	structures	of	their	society.	Likewise,	I	could	have	focused	The	Collection	on	Elizabeth's	story,	her	sterilization	also	representative	of	society's	silencing	and	censoring	of	women	who	don't	fit.	Ultimately,	the	limited	breadth	of	the	discussion	in	this	critical	work	motivates	me	to	pursue	further	the	ideas,	theories,	and	critiques	I've	introduced	and	used	herein.		In	the	end,	I	chose	to	use	Barbara's	faith	to	arm	her	with	the	necessary	resilience	to	endure	her	father's	awful	legacy,	her	mother's	tragic	truths,	and	her	brother's	unresolved	abandonment	and	rage	issues.	Her	experience	throughout	the	novel	is	pain,	much	as	Heilbrun	describes	in	both	Reinventing	Womanhood	and	
Writing	a	Woman's	Life,	but	she	is	able	to	move	through	the	pain	to	find	life—possibly	even	absolution—on	the	other	side.	Her	family	of	origin	may	feel	odd	or	abnormal,	yet	both	Attachment	Theory	and	theories	of	Intergenerational	
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Development	point	not	to	one	ideal	'normal'	family	as	the	source	of	well-adjusted,	mentally	healthy	adults,	but	rather	to	an	array	of	possible	points	of	origin	and	paths	to	fulfilling	adult	lives.	Perhaps	Barbara's	most	relatable	trait—for	women	readers—is	her	unexpressed	anger,	stemming	from	an	unfair	childhood	fraught	with	emotional	and	physical	trauma,	and	the	self-silencing	example	set	by	her	mother.	Women	of	older	generations	might	identify	more	closely	with	Elizabeth,	recognizing	the	feelings	of	entrapment,	duty,	and	resignation	that	permeate	her	life.	I	see	a	complex	relationship	between	the	causes	and	outcomes	of	women's	anger,	less	cyclical	and	more	like	a	snowball	rolling	downhill,	collecting	ever	more	snow	as	it	gains	speed.	The	childhood	and	events	that	molded	Barbara	into	the	woman	she	is	when	we	encounter	her	in	the	novel	are	not	only	plausible,	they	are	mimetic	and	psychologically	defensible.	The	environment	I	created	by	combining	Elizabeth's	BPD	and	depression	with	Tony's	absence	and	hoarding	would	cause	extraordinary	strain	on	young	children	and	negatively	affect	their	attachments	to	their	parents.	But	I	did	not	attempt	to	draw	clear	causal	relationships;	in	fact,	I	intentionally	wrote	The	Collection	to	question	which	of	Barbara's	parents	truly	caused	her	the	most	harm.	In	the	decades	since	Bowlby	first	proposed	Attachment	Theory,	studies	have	shown	repeatedly	that	a	childhood	attachment	type	other	than	secure	opens	adults	to	a	wide	array	of	potential	interpersonal	conflicts	as	adults.	This	is	borne	out	in	Barbara's	suppressed	anger	and	depression,	as	well	as	her	zealous	religiosity.	Similarly,	David's	burgeoning	hoarding,	isolation,	and	latent	anger	do	not	bode	well	for	his	chances	of	forming	a	new	adult	attachment	in	a	romantic	relationship.	There	is	no	clear	resolution	for	Barbara,	nor	did	I	wish	to	
		 383	
close	The	Collection	with	one,	instead	creating	the	space	outside	of	the	novel	for	the	reader	to	imagine	her	fate.		Women's	anger	is	a	little	studied,	but	growing,	area	across	psychology,	medicine	and	literature.	In	future	research	and	writing,	I	hope	to	integrate	these	fields	in	order	to	better	understand	why	we,	as	women,	are	who	we	are.	Not	only	are	our	adult	interpersonal	and	familial	relationships	rooted	in	the	complex	relationship	between	our	childhood	attachments,	our	mothers'	ideals	and	beliefs,	and	other	factors	such	as	mental	illness,	but	research	suggests	our	physical	health	may	be	as	well.	In	fiction,	Harry	Burden	ceased	to	be	able	to	eat	as	a	result	of	her	grief	following	her	husband's	death;	Olive	Kitteridge	ate	too	much	to	subdue	her	anger,	depression,	and	feelings	of	unworthiness;	Rebecca	Brown's	self-silenced	anger	simmered	below	the	surface,	appearing	as	digestive	problems	and	heartburn;	Elizabeth	not	only	suffered	from	severe	depression	and	BPD,	but	her	suppressed	anger	and	isolation	also	compounded	to	manifest	as	migraines,	anorexia,	fatigue,	apathy,	and	possibly	suicidal	tendencies;	Barbara,	despite	the	protection	afforded	her	by	her	religious	faith,	suffered	from	migraines.	Parents	pass	on	far	more	than	genetic	traits	and	ailments	to	their	children.	Understanding	women's	anger	is	not	the	end—it	is	the	starting	point.	Tracing	the	causes,	starting	with	childhood,	of	women's	anger	is	also	not	a	solution;	rather,	it	highlights	the	problem.	Women	must	not	only	know	why	we	are	angry,	but	we	must	also	be	permitted	to	express	our	anger	and	learn	how	to	express	it	in	healthy	ways.	It	also	cannot	be	ignored	that	men	and	boys	are	faced	with	a	similar	problem	on	the	opposite	end	of	the	emotional	spectrum:	they	have	been	taught	that	it	is	not	manly	or	masculine	to	express	emotions	stereotypically	associated	with	
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women.	The	conclusion	here	is	not	only	that	literature	provides	an	agile	toolset	with	which	to	examine	and	rebuke	the	socially-enforced	gender	norms	that	damage	everyone,	but	also	that	they	are	an	essential	medium	within	which	to	reject	the	old,	binary	norms	and	propose	a	new	holistic	spectrum.	The	Collection	explores	the	cause	and	results	of	a	family's	enforcement	of	gender	roles,	offering	a	possible	next	novel	as	one	in	which	gender	roles	are	reimagined	or	completely	undefined.	
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